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Abstract 
 
Mapping the Works of Manuel de Pedrolo in Relation to the Post-Civil War Catalan 
Landscape 
 
Polygraph author Manuel de Pedrolo stands as one of the most prolific Catalan writers in the 
twentieth century. Furthermore, he is a figure unquestionably associated with Catalan identity and 
the region’s struggle for self-determination. His corpus comprises over one hundred and twenty 
titles – poetry, drama, short stories and novels, as well as a number of political articles, mostly 
written for Catalan newspapers during the 1980s, and later collected in volumes. In spite of the 
recent revival of interest in his figure and his work, coinciding with the commemoration in 
Catalonia of the centenary of his birth, there has still not been an attempt to systematically measure 
his impact, nor even the kind of diachronic mapping of his legacy I propose here. This study will 
address a representative selection of thirteen short stories and twenty-one novels written by the 
author between 1938 and 1976 – in the genres of Sci-Fi and fantasy, crime fiction and realism – 
from a spatial point of view. Through a painstaking charting of the spaces represented by the author 
in his texts, this thesis maps Pedrolo’s contribution to the (re)construction of the twentieth-century 
Catalan literary landscape and visualises the scope of his overarching literary project. In order to aid 
in the deciphering of such a wide and heterogeneous corpus as that of Pedrolo, this study combines 
a critical approach that draws on a cultural studies toolkit (cultural geography, urban studies, 
postcolonial approaches) with distant-readings provided by the use of GIS and a text-mining script, 
benaura.py, specifically created for this project. 
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 1 
Introduction 
 
Polyfacetic author Manuel de Pedrolo stands as one of the most prolific Catalan writers in the 
twentieth century. Furthermore, he is a figure unquestionably associated with Catalan identity and 
the region’s struggle for self-determination. His corpus comprises over one hundred and twenty 
titles – poetry, drama, short stories and novels, as well as a number of political articles, mostly 
written for Catalan newspapers during the 1980s, and later collected in volumes. In spite of the 
recent revival of interest in his figure and his work, coinciding with the commemoration in 
Catalonia of the centenary of his birth, there has not yet been an attempt to systematically measure 
his impact, nor even the kind of diachronic mapping of his legacy I propose here. This study will 
address a representative selection of thirteen short stories and twenty-one novels written by the 
author between 1938 and 1976 – in the genres of Sci-Fi and fantasy, crime fiction and realism – 
from a spatial point of view. Through a painstaking charting of the spaces represented by the author 
in his texts, my thesis will attempt to map Pedrolo’s contribution to the (re)construction of the 
twentieth-century Catalan literary landscape in order to begin to visualise the scope of his 
overarching literary project. In order to aid in the deciphering of such a wide and heterogeneous 
corpus as that of Pedrolo, I will combine a critical approach that draws on a cultural studies toolkit 
(cultural geography, urban studies, postcolonial approaches) with some distant-reading 
methodologies through the use of digital technologies. 
The need for such a study begins with the acknowledgement of the figure of Manuel de Pedrolo as a 
relentless, committed, combative writer who – despite the difficulties of writing the majority of his 
fiction in the midst of Franco’s dictatorship – built a lifetime aesthetic project from the conviction 
that Catalan literature could operate – even from a position of subalternity – at the same level as any 
other world literature. As extant criticism on the author has established (see chapter 1), Pedrolo’s 
oeuvre can only be contemplated and analysed by taking into account the concept of ‘totality’ that 
motivated his writing. The popular nature of some of the genres he cultivated – such as Sci-Fi, 
fantasy and crime fiction – have arguably been responsible for the critical neglect of his work over 
many decades in Catalonia. Yet, these are genres that cannot only be read as critical reactions to the 
socio-political context in which they are produced, as has been the case in critical readings of these 
genres in other international contexts, but that also, in Pedrolo’s case, respond to the author’s aim to  
reproduce and incorporate international models in Catalan literature, normalising them and in order 
to ‘fill’what he believed to be the existing gaps in the Catalan literary landscape. 
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This exercise of (re)construction of the Catalan literary space is performed by Pedrolo not only 
through the enormous contribution to the Catalan literary space represented by his heterogeneous 
corpus, but also through the fictional representations of Catalan landscapes that my study intends to 
meticulously map. I aim to show how Pedrolo's recourse to radical disjunctions of time and space in 
the selected works reveals a clear intention to mirror threshold moments in which the Catalan space 
is marked by the effects of interclass struggle and ideological clashes on the development of 
twentieth-century Catalan culture and society, with a particular focus, due to his political 
positioning and time of writing, on the period between the 1930s and 1970s. The canvas used by the 
author to mirror this era in his  endeavour of (re)construction is a vast and heterogeneous oeuvre 
that encompasses historical developments such as: the working class strikes of the early 1900s and 
consequent street warfare building up to the ‘Setmana Tràgica’; the ‘Mancomunitat’; the seven-year 
dictatorship of Miguel Primo de Rivera; the proclamation of the Second Republic; the bloody three 
year civil war; a four-decade military dictatorship under General Francisco Franco; the transition to 
democracy; the ‘Estatut d’Autonomia’ and even subsequent changes in political structures and 
linguistic policies that followed the reinstatement of the Generalitat in Catalonia. Thus, the fact that 
the breadth of his oeuvre extends through the nearly four-decade period under dictatorship presents 
us with a unique literary chronotope of Catalonia under the regime. 
The main question that my research aims to address is the extent to which these depictions of the 
twentieth-century Catalan landscape reflect the socio-political changes experienced by the region 
over a decisive and transformational period for its history. My project will also scrutinise the 
chronology of these depictions in order to establish whether and how these landscapes change over 
time, and plot how they respond to actual changes in the Catalan landscape, to the author’s evolving 
ideology, or to a combination of both. 
Furthermore – due to the characteristics of Pedrolo’s corpus and its reception and in particular its 
incorporation in the educational corpus – my project will necessarily draw on Gender Studies in 
order to address the recurrence of gender violence within the pages of his output. Whereas some 
critics of Pedrolo insist on including feminism in the list of causes informing his militancy, ‘Pedrolo 
era ateu, independentista, marxista, antimilitarista i feminista’ (Benassar 2018, 19), I argue that 
Pedrolo’s idea of ‘alliberament de la dona’ as claimed in many of the texts remembering him during 
the centenary of his birth, clashes with the way in which he depicts women in his oeuvre. Even if, to 
a certain extent, I will use postcolonial theories  to indicate that allegorical readings of the female 
body can be made in relation to the Catalan landscape, I will also make very clear that the 
representations of gender violence in the selected corpus – and in Pedrolo’s oeuvre as a whole – are 
excessive and highly problematic even if contextualised within the repressive national-catholic 
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regime that marked nearly four decades of the history, and of the socio-cultural development, of 
twentieth-century Catalonia. 
The rationale behind the corpus of works selected to represent Pedrolo’s over-arching project 
relates to the recognition the chosen genres have received in extant criticism of his work, the 
potential they offer for spatial and literary-geographical readings, and the fact that, unlike his work 
in other genres which was often confined to very specific periods in his career, all three genres span 
the full chronological timespan of his output. Indeed, temporality was in some ways the key factor 
in the selection of the corpus, not only referring to the time in which Pedrolo writes these texts – 
1947 to 1976 in the case of Sci-Fi and fantasy, 1938 to 1972 in the case of crime fiction, and 1963 
to 1969 in the case of his realist works – but the timeline the fictional events they depict encompass, 
from the early 1930s to the early 1970s, thus facilitating a reading in terms of the transformation 
undergone by the Catalan landscape in such a critical period in its history. 
The genres of Sci-Fi and crime fiction have been chosen for this analysis not only for being very 
representative of Pedrolo’s commitment to the (re)construction of the Catalan literary space – with 
the cultivation of popular genres that not many of his contemporaries would have worked on – but 
also for the particular suitability of these genres to criticise the social context in which they are 
located. In the case of crime fiction, as we will see in detail in chapter 3, the ability of the genre to 
serve as a critical tool in the context of Catalan literature under Franco’s dictatorship has been 
commented on by several critics, such as José F. Colmeiro (1989), Stewart King (2014 and 2017) 
and Shelley Godsland (2007 and 2013) among others. In the case of the genres of Sci-Fi and fantasy, 
chapter 2 takes its lead from the ways in which this genre has been looked at in relation to the 
socio-cultural context in which it was written, starting with readings of Mary Shelley’s The Last 
Man (1817) and its critique of nineteenth century England which I used to introduce a political 
reading of Mecanoscrit del segon origen in my M.Res. Thesis in 2014. Finally, the choice of Temps 
obert as representative of Pedrolo’s realist corpus was made taking into account not only the 
kaleidoscopic nature of the cycle, but also Pedrolo’s own regard for the work, which he considered 
one of his biggest achievements (Coca 1973, Arbonès 1992 and Munné-Jordà 1995). 
Within these genres, individual works have been selected or set aside as a function of the particular 
way in which sociocultural spaces are depicted in them, together with the presence of specific 
geographical references in the texts. Even though an effort has been made to try to encompass a 
variety of genres cultivated by the author; the genres of drama and poetry have been discarded from 
the analysis precisely because of the absence of any mention of tangible locations in the texts and 
their principal focus on interiors. A preliminary mapping was undertaken of the entire available 
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corpus,1 and a representative selection made from the Sci-Fi and crime genres. In the case of Sci-Fi, 
the early short stories were included, despite the relative absence of reference to actual geographical 
locations, in order to ensure the desired temporal coverage in each chapter. However, novels such as 
Totes les bèsties de càrrega (1965), Procés de contradicció suficient (1975), Crucifeminació (1981) 
and La creació de la realitat, punt i seguit (1984) were excluded because they contain little or no 
significant references to Catalan geographical locations. In the case of crime fiction, a very strict 
approach to the definition of crime fiction was followed, looking at a combination of the lists of 
works previously labeled as noir by critics (Hart 1987 and Colmeiro 1989), discarding works such 
as Cendra per Martina (1952) and M’enterro en els fonaments (1962), which, despite featuring a 
crime central to their plots, have never been included in Pedrolo’s noir corpus, due to the absence of 
a sleuth in their list of characters. I am also excluding the noir Tants interlocutors a Bassera (1960) 
from my analysys, because despite its recent publication (Llibres del delicte, 2018), this was a novel 
whose manuscript was originally discarded by the author. 
The thesis comprises four chapters, beginning with an initial contextualisation of my study in 
relation to existing work on Pedrolo and a description of the research design before going on to 
analyse three key areas of the Pedrolian corpus: Sci-Fi and fantasy, crime fiction and his realist 
novelistic cycle Temps obert, considered by many to be his greatest achievement.2 Chapter 1, 
‘Remapping the Legacy of Manuel de Pedrolo’, begins with a section dedicated to the figure of this 
Catalan writer, ‘Pedrolo, the man of the 20,000 forgotten pages’, offering an overview of the 
author’s life, career and his overarching aesthetic literary project, together with an analysis of how 
his ideology influenced his career and oeuvre. Section two of this chapter, ‘Traditional Readings of 
Manuel de Pedrolo’s oeuvre’, conducts a close consideration of extant approaches to his 
contribution to the twentieth-century Catalan literary space. The chapter looks at previous readings 
of Pedrolo’s works and justifies both the need for a spatial reading aided by digital technologies and 
the contribution that such a reading will bring to different aspects of his corpus that had not been 
previously visible. A final section entitled ‘Traditional and Digital Mapping of a Catalan Corpus’ 
explains in detail the methodologies applied to the analysis of Pedrolo’s selected corpus: from the 
initial crowdsourcing initiative and the community engagement exercise encompassed by the 
project Pedrolo Digital, and the later creation of the script Benaura to extract and geolocate the 
toponyms in Pedrolo’s corpus, to the main theoretical framework employed to interpret the 
 
1 In section 3 of chapter 2, I will talk in detail about the mapping tests performed over Pedrolo’s entire corpus, made 
available to me for research purposes by the Càtedra Màrius Torres, a unit at the University of Lleida dedicated to 
the study of Catalan contemporary literature and fostering the use of digital technologies to preserve and promote 
the Catalan digital heritage. 
  
2 See Jordi Coca’s Pedrolo Perillós: Converses amb Manuel de Pedrolo (1973), Jordi Arbonés’ Pedrolo contra els 
límits (1980) and Antoni Munné-Jordà’s ‘Temps obert’ de Manuel de Pedrolo entre les dues cultures (1995) for 
different takes on the cycle. 
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representation of space in his works, drawing on Michel Foucault’s theories on heterotopic spaces 
and architectural control; Yi-Fu Tuan and Michel de Certeau’s approaches to urban space; Fredrik 
Jameson’s notion of third-world literatures; Gramsci’s notion of subalternity applied to Catalan 
literature, spatial humanities, urban geography, cultural studies, postcolonial approaches to space. 
Chapter 2, ‘Mapping Utopia and Dystopia: Manuel de Pedrolo’s Sci-Fi and Fantasy works and the 
projections of an intellectuel engagé, will look at spatial representations in Pedrolo’s Sci-Fi and 
fantasy works, characterised – particularly in the earlier short fiction – by their lack of referentiality. 
It will be argued that the progressive appearance of references to the Catalan landscape in the later 
novels allows us to plot an allegorical dimension to these works that reflects back on to the 
dystopian relations portrayed in early texts. Thus, the novels Mecanoscrit del segon origen (1973) 
and Aquesta matinada i potser per sempre (1976), will be examined as different instances of how 
Pedrolo resorts to the genres of Sci-Fi and fantasy to create distorted representations of the Catalan 
landscape – through the post-apocalyptic Catalonia depicted in the former and the time-travelling 
chronotopic experiences portrayed in the latter. The most iconic novel by Pedrolo, Mecanoscrit del 
segon origen, will be scrutinised in relation to its Last Man theme; the negative impact that its 
success had on the reception of other Sci-Fi works by Pedrolo and the breadth of his oeuvre; the 
possibility of the first geographical location found in the novel, Benaura, representing an example 
of what Marc Augè calls ‘résidence forcée’; the role of female character Alba and her sexuality in 
representing the future of the Catalan nation as projected by Pedrolo from the early 1970s, and how 
some of the locations included in the novel can – following Lefebvre’s take on our everyday 
‘fetishization’ of familiar spaces – be looked at through a biographical and socio-historical focus in 
relation to Pedrolo and the Catalan context. Aquesta matinada i potser per sempre will be 
commented on using Mikhail Bakhtin’s notion of the chronotope, as Pedrolo uses the trope of time-
travelling to highlight spatio-temporal disjunctions in the twentieth-century Catalan context.   
In order to analyse the ways in which the characters of Pedrolo’s earlier Sci-Fi and fantasy short 
fiction interact, transform and engage with their surrounding spaces, the chapter will deploy a 
theoretical framework that draws on Foucault’s view on architecture as an instrument of repression, 
authority and social control, and his conceptualisation of heterotopic spaces in order to look at 
stories such as ‘Transformació de la ciutat’ – included in the collection El premi literari i més coses 
(1938-1951) – and explore how the trespassing of the spatial limits by some of Pedrolo’s characters 
can invoke notions of transgression mirroring the also transgressive act of writing in Catalan from 
the difficult position of subalternity during the years of Francoist dictatorship. Also from the same 
collection, the short story ‘Diners’, together with ‘La mina’ – from the collection El temps a les 
venes (1953-1954) – will be analysed as Pedrolo’s particular critique of the brutal transformations 
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of urban space brought about by capitalism; the stories from this same collection ‘Dèdal’, ‘L’escala’, 
‘Orientacions’, together with ‘Paperam’, ‘El camí’ and ‘El límit’ from the previously mentioned 
Violació de límits (1955), will be employed to examine the way in which Pedrolo’s early adoption 
of existentialism drives him to express concepts such as the absurdity and meaninglessness of 
existence, and the concept of limit he also explores in the novel Introducció a l’ombra (1956). 
Drawing on Michel de Certeau’s work on walking as a form of enunciation, the short story ‘El 
principi de tot’ (1955) and its recent adaptation as a graphic novel in November 2017 will be looked 
at in reference to revolutionary uses of social space by a given community in the context of recent 
events related to pro-independence Catalan demonstrations.  
Throughout my reading of these Sci-Fi and fantasy works in this chapter, I will also take Fredric 
Jameson’s view on how subaltern literatures become national allegories into account; drawing on 
Pedrolo’s position as a resistant writer throughout his career, this chapter will explore the ways in 
which Pedrolo’s Sci-Fi and fantasy works succeed in negotiating the power relations that traverse 
the Catalan space during the Franco dictatorship, while commenting on how the writer’s recourse to 
these genres may also be an attempt to evade the regime’s censorship.  
Chapter 3, ‘Winds of Crime: Manuel de Pedrolo’s Crime Fiction and the Socio-political 
Transformation of Post War Catalonia’, will examine Pedrolo’s incursion into crime fiction in 
Catalan – a genre that became associated with the figure of the author due to his successful 1965 
novel Joc brut and his key role in the dissemination of Catalan noir as director of the influential 
crime fiction collection La cua de palla. The short story ‘Impunitat’ (1938) from El premi literari i 
més coses, will be looked at in relation to Pedrolo’s endeavours to introduce international literary 
models into the Catalan literary space. Discussion of the novels Es vessa una sang fàcil (1952) and 
Algú que no hi havia de ser (1972) will reflect on the structural and thematic similitude of these two 
works – separated by twenty years – to examine the shift from rural to urban focus in the 
chronotope navigated by the two texts. The scope of the two texts – from a pre-war setting to the 
1970s – offers the opportunity to reflect on the way in which the Catalan sociocultural landscape 
has been transformed over these crucial decades in twentieth-century history. In relation to 
L'inspector fa tard (1953) it is argued that the very scarcity of named urban locations places 
additional focus on the three places that are named in the novel, leading to a need to reflect on their 
sociocultural significance to Catalan history and memory. In contrast, the historical memory 
contained within Joc brut (1965) and Mossegar-se la cua (1967) is revealed by their detailed 
evocation of the precarious living conditions of Post War Barcelona, read in relation to secondary 
sources chronicling these years. Even though this very aspect of the analysis is present throughout 
the noir corpus of Pedrolo, as might be expected of a crime fiction corpus, it is most notable in 
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these two works, which dedicate more pages than the rest  to drawing a picture of the socio-political 
conditions of Catalonia from 1935 to the mid 1970s. The chapter will also pinpoint the locations 
from the twentieth-century Catalan landscape Pedrolo chooses to include in his crime fiction in an 
attempt to elucidate the tensions between central and peripheral spaces in Catalonia, and the 
particular complexity that this duality produces in a city like Barcelona, highlighting aspects such as 
social inequality in a country paralysed by autarky, the corruption of the fascist regime, and the 
housing crisis in the then rapidly growing city. Building a picture of the social stratification of these 
spaces, my reading will pay particular attention to how trauma is embodied in the different layers of 
meaning that are superimposed upon the urban landscape, and enter into dialogue with community 
memory narratives, thus allowing a reading of the city of Barcelona on display in Pedrolo’s crime 
fiction in terms of urban palimpsests, as explored by Andreas Huyssen. 
Finally, Chapter 4, ‘The City as Palimpsest in Manuel de Pedrolo’s Temps obert’, will look at the 
novelistic cycle Temps obert (1963-1969) as representative of Pedrolo’s realist production. The 
cycle encompasses the following eleven works: Un camí amb Eva (1963), Se'n va un estrany (1963), 
Falgueras informa (1964), Situació analítica (1964), Des d’uns ulls de dona (1965), Joc brut 
(1965), Unes mans plenes de sol (1966), L’ordenació dels maons (1966), Mossegar-se la cua 
(1967), S’alcen veus del soterrani (1967), Pols nova de runes velles (1967), Cartes a Jones Street 
(1968), ‘Conjectures’ de Daniel Bastida (1969). The short story ‘El millor novel·lista del món’, 
from El temps a les venes (1953-1954), will also be highlighted in this chapter, as the story provides 
an early conceptualisation of the Temps obert kaleidoscope. My reading of this unprecedented 
literary endeavour will contemplate it as a form of palimpsest in which the author writes and 
rewrites different and layered versions of the Catalonia he experienced. Through the kaleidoscopic 
structure in this cycle, Pedrolo is able to narrate the experiences of a varied number of actors 
producing several different viewpoints from which to narrate a multifaceted story mirroring the 
socio-historical context of twentieth-century Catalonia. Pedrolo chronicles not only the violence of 
war and the difficult life in the poverty-ridden spaces left after the conflict, but also the endurance 
of a resistant Catalan population towards such hardship. The cycle contemplates the huge urban 
changes in the decades of the Franco dictatorship, looking at issues such as speculation in the 
building industry, including the massive demographic increase of the urban population in the 1950s, 
and consequent issues such as barraquisme and the corruption-ridden responses to it such as 
porciolisme. In addition to this primarily urban exploration, life in rural Catalonia is also the focus 
of one of the volumes in the cycle, while another volume dedicates its pages to the Catalan 
experience of exile after 1939. A common aspect in many of these volumes is the presence of 
characters associated with the literary sphere, which thus allow Pedrolo, as in some of his Sci-Fi 
fiction discussed in chapter two, to reflect on the Catalan literary circles of his time and their 
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relationship to the wider sociocultural landscape. Thus, the inclusion of Temps obert in the spatial 
and literary-geographical analysis undertaken in this thesis is key to explore how different 
experiences of Catalan landscape relate to the subject position from which they are viewed, which 
themselves are both shaped by their position in the landscape and contribute to shape the Catalan 
space.  In other words, Pedrolo shows how different characters experience the landscape differently 
according to their social, political, cultural, generational and linguistic affiliations, and how this 
both shapes individual and community memory, and impacts on the cultural trauma narratives that 
are inscribed and visible in the landscape.  
In each of the chapters, a preliminary digital mapping of the oeuvre of the author – the processes 
behind which will be explained thoroughly in the last section of chapter 1 – is carried out in order to 
trace the geographical location of the fictional spaces Pedrolo chooses to represent in each work. A 
visual representation of these locations is presented in each case in conjunction with discussion of 
the relevant work, followed by a more focused and nuanced analysis of the most relevant spaces, 
which are then contextualised and their importance established in relation to the actual socio-
historical transformations suffered by the Catalan landscape during the period from 1938 to 1976. 
Overall, this thesis aims to show and defend how a spatial reading of Manuel de Pedrolo’s selected 
corpus can not only bring about a shift in traditional ways of looking at the work of the author, by 
employing a hybrid of traditional and digital spatial methodology – situating both the writer and 
Catalan literature in the field of Digital Humanities – while responding to the continuous calls to 
find ways of reading Pedrolo’s extensive contribution to the Catalan literary space in more holistic 
and inclusive terms, capable of responding to his own totalising project. This painstaking mapping 
and contextualisation of spatial data, complemented by the deployment of allegorical readings, and 
attention to spatial theory and literary geography, aims to restore and resituate a significant part of 
the author’s lifetime overarching political and aesthetic project. Such a focus on space will at its 
core contribute to locate a number of key works by the author within the Catalan literary, cultural 
and geopolitical space, with the aim of recognising and giving cultural and digital visibility to the 
author at the culmination of the centenary of his birth. 
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Chapter 1: Remapping the Legacy of Manuel de Pedrolo 
 
The aim of this chapter is to contextualise the figure and oeuvre of Manuel de Pedrolo, as well as to 
justify the need for the spatial reading I propose in this thesis. The first section of this chapter, 
‘Pedrolo, the man of the 20,000 forgotten pages’, introduces this Catalan polyfacetic writer and his 
ambitious lifetime project, asserting the importance of studying the oeuvre of this author in relation 
to the twentieth-century Catalan landscape. A second section, entitled ‘Traditional Readings of 
Manuel de Pedrolo’s oeuvre’ conducts an extensive analysis of the way in which the works and 
genres I deal with have been looked at by previous scholars. Beginning by introducing the writer’s 
best seller Mecanoscrit del segon origen (1973) – highlighting the negative consequences this novel 
had on the overall reception of the remainder of his works, together with the public perception of 
the author as a writer of one successful novel – the chapter will then proceed to look at extant 
readings of the remainder corpus analysed in this thesis. Finally, the last section of this chapter, 
‘Traditional and Digital Mapping of a Catalan Corpus’ will justify why a combination of a close 
and distant spatial reading of the selected corpus of the author can help elucidate some aspects of 
the oeuvre that have been overlooked by extant research, in order to outline my original 
contribution to the field. Moreover, this last section will provide specific details about the digital 
tools created and or used to aid my research process. 
 
Pedrolo, the man of the 20,000 forgotten pages 
The literary works of Manuel de Pedrolo constitute one of the most ambitious contributions to the 
construction of a Catalan national literary space during the difficult years of the Franco regime in 
Spain. The idiosyncrasy of his overarching aesthetic project – comprising more than 140 works in 
an immense variety of styles and genres – which, though not always assimilated by the Catalan 
literary marketplace, aimed at constructing a fully functional literary system in the language, makes 
it possible to see him as a one-man literary field who can serve as a map of contemporary Catalan 
culture since 1938. As Jordi Cornellà-Detrell notes, Pedrolo was one of the few writers – along with 
Xavier Benguerel – ‘who seemed to possess the capacity and the will to become a professional 
author’ (2011, 9). Such a project of professionalization – undertaken in a minoritised language 
actively suppressed during the 1940s – represented nothing less than an odyssey during the 1950s, a 
period in which it began to be possible to publish a limited range of non-religious texts in Catalan 
despite the regime’s strong opposition to pluralisms and the strong censorship.  
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The real extent of Manuel de Pedrolo’s oeuvre can only be understood – as extant criticism has 
argued – as a project that sets out to reach narrative totality. His production can only be described as 
massive, as it comprises a total of 148 original works and 48 translations to Catalan from English 
and French produced from 1938 to the mid 1980s. Thanks to the detailed bibliography drawn up by 
Xavier García (1992), we can observe that this immense production is distributed across different 
genres: he wrote seventy-six novels, which constituted the genre that Pedrolo himself felt most 
comfortable with (Coca 1973, 93). Even so, the genres he cultivated initially were drama, with a 
total of eighteen plays; poetry, with fourteen poetry collections including his first published work, 
Ésser en el món (Being in the World) (1949); and the short story, with a total of fourteen short story 
collections. He also cultivated the essay form, including five published collections of articles and 
twenty longer articles appearing in several magazines, newspapers and literary publications. His 
entire oeuvre in order of date of production can be seen in the table below, where works have been 
listed in order of production (rather than publication), and genres have been color coded – pink for 
short story collections, orange for poetry collections, beige for novels, and violet for drama:  
Genre Title Year Written Year Published 
Short Story El premi literari i més coses 1938 1953 
Poetry Els tentacles 1945 1996 
Poetry Ésser en el món 1948 1949 
Novel Elena de segona mà 1949 1967 
Poetry Ésser per a la mort 1949 1996 
Novel Els quaderns d'en Marc 1950 1984 
Novel Doble o res 1950 1997 
Poetry Documents 1950 1996 
Poetry Simplement sobre la terra 1950 1983 
Poetry Dimensions mentals 1951 1996 
Poetry Reixes a través 1951 1996 
Novel Es vessa una sang fàcil 1952 1954 
Novel Cendra per Martina. Barcelona 1952 1965 
Poetry Roba bruta 1952 1996 
Poetry He provat un gest amarg 1952 1996 
Short Story Domicili provisional 1953 1956 
Short Story L'interior és el final 1953 1974 
Short Story El temps a les venes 1953 1974 
Novel Avui es parla de mi 1953,01 1983 
Novel Balanç fins a la matinada 1953,06 1963 
Novel Mister Chase, podeu sortir 1953,11 1955 
Novel L'inspector arriba tard 1953,12 1960 
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Drama Els hereus de la cadira 1954 1980 
Poetry Visat de trànsit 1954 1996 
Short Story Un món per a tothom 1954 1956 
Short Story Cinc cordes 1954 1974 
Novel Estrictament personal 1954,04 1955 
Poetry Sonda de temps 1955 1996 
Short Story Internacional setting 1955 1974 
Novel Una selva com la teva 1955,05 1960 
Novel Nou pams de terra 1955,06 1971 
Drama La nostra mort de cada dia 1956 1958 
Poetry Esberla del silenci 1956 1996 
Short Story Crédits humans 1956 1957 
Novel Les finestres s'obren de nit 1956,01 1957 
Novel Introducció a l'ombra 1956,04 1972 
Novel Cops de bec a Pasadena 1956,09 1972 
Drama Cruma 1957 1958 
Drama Homes i No 1957 1959 
Drama Sóc el defecte 1957 1975 
Drama Pell vella al fons del pou 1957 1975 
Short Story Violació de límits 1957 1957 
Novel La mà contra l'horitzó 1957,01 1961 
Novel Les portes del passat. La terra prohibida 1 1957,05 1977 
Novel La paraula dels botxins. La terra prohibida 2 1957,06 1957 
Novel Les fronteres interiors. La terra prohibida 3 1957,07 1978 
Novel La nit horitzontal. La terra prohibida 4 1957,08 1979 
Drama Situació bis 1958 1965 
Drama Darrera versió, per ara 1958 1971 
Drama Algú a l’altre cap de peça 1958 1975 
Novel Pas de ratlla 1958 1980 
Novel Entrada en blanc 1958,08 1968 
Novel Perquè ha mort una noia 1958,08 1976 
Poetry Veus sense contacte 1959 1996 
Short Story Contes fora recull 1959 1975 
Novel Pas de ratlla 1959,01 1972 
Novel Tocats pel foc 1959,01 1977 
Novel Un amor fora ciutat 1959,07 1978 
Novel Tants interlocutors a Bassera 1960 1992 
Novel Solució de continuitat 1960,01 1968 
Drama Tècnica de cambra 1961 1964 
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Novel Si són roses, floriran 1961,03 1971 
Novel Acte de violència (Estat d’excepció-Esberlem els murs de vidre) 1961,06 1984 
Drama Bones notícies de Sister 1962 1979 
Drama Acompanyo qualsevol cos 1962 1979 
Novel Elements d’una desfeta 1962  
Novel Viure a la intempèrie 1962,05 1974 
Novel M'enterro en els fonaments 1962,08 2001 
Drama L’ús de la matèria 1963 1977 
Novel Temps obert 1: Un camí amb Eva 1963,01 1988 
Novel Temps obert 2: Se'n va un estrany 1963,05 1968 
Novel Temps obert 3: Falgueres informa 1964,03 1968 
Novel Temps obert 4: Situació analítica 1964,08 1971 
Novel Joc brut 1965,01 1990 
Novel Temps obert 5: Des d'uns ulls de dona 1965,05 1971 
Novel Totes les bèsties de càrrega 1965,08 1967 
Poetry Arreu on valguin les paraules, els homes 1966 1975 
Novel Temps obert 6: Unes mans plenes de sol 1966,06 1972 
Novel Temps obert 7: L’ordenació dels maons 1966,07 1974 
Novel A cavall de dos cavalls 1966,11 1967 
Novel Mossegar-se la cua 1967,01 1968 
Novel Temps obert 8: S’alcen veus del soterrani 1967,06 1976 
Novel Temps obert 9: Pols nova de runes velles 1967,09 1977 
Novel Milions d’ampolles buides 1968 1975 
Novel Temps obert 10: Cartes a Jones Street 1968,08 1978 
Novel Hem posat les mans a la crònica 1969,03 1977 
Novel Temps obert 11: ‘Conjectures’, de Daniel Bastida 1969,07 1980 
Novel Anònim I 1970,04 1978 
Novel Anònim II 1970,05 1981 
Novel Obres púbiques 1971 1991 
Novel Anònim III 1971,04 1981 
Novel Algú que no hi havia de ser 1972,03 1974 
Novel Espais de fecunditat irregulars 1972,06 1973 
Drama Aquesta nit tanquem 1973 1978 
Novel Text/Càncer 1973,02 1974 
Novel Mecanoscrit del segon origen 1973,08 1974 
Short Story Trajecte final 1974 1975 
Novel Sólids en suspensió 1974,04 1975 
Novel Lectura a banda i banda de paret 1975,02 1977 
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Novel Procés de contradicció suficient 1975,06 1976 
Novel Detall d'una acció rutinària 1975,09 1975 
Novel Aquesta matinada i potser per sempre 1976,03 1979 
Novel D'esquerra a dreta, respectivament 1976,07 1978 
Drama D’ara a demà 1977 1982 
Novel S'han deixat les claus sota l'estora 1977,01 1978 
Novel Baixen a recules i amb les mans alçades 1977,08 1979 
Novel Apòcrif u: Oriol 1978,03 1982 
Novel Exemplar d’arxiu, únicament persones autoritzades 1978,09 1982 
Novel Reserva d’inquisidors 1979 1979 
Novel Apòcrif dos: Tina 1979,06 1983 
Novel Successimultani 1979,12 1980 
Short Story 7 relats d’intriga i ficció 1980 1987 
Novel No hi fa res si el comte-duc no va caure del cavall a Tàrrega 1980,06 1984 
Poetry Us convida a l’acte 1981 2000 
Short Story Patologies diversament obscures 1981 1986 
Novel Apòcrif tres: Verónica 1981,01 1984 
Novel Crucifeminació 1981,11 1986 
Novel Domicili permanent 1982 1984 
Novel Apòcrif quatre: Tilly 1983 1985 
Novel Múltiples notícies de l’Edèn 1984 1985 
Novel Joc tapat 1984 1985 
Novel La creació de la realitat, punt i seguit 1984 1987 
Novel Tot o nul 1985 1988 
Poetry Addenda: Poemes fora recull 1936-1972 1996 
Novel Infant dels grans n/a 2018 
Short Story Disset contes i una excepció n/a 1990 
Short Story Vint-i-vuit contes n/a 1990 
 
In the introduction to this section I argued how Pedrolo’s oeuvre stood as one of the greatest 
contributions to the (re)construction of the twentieth century Catalan literary space. Such an 
undertaking at a time in which writing in Catalan was not only a dangerous endeavour, but also a 
hardly economically viable one, can only be justified by the writer’s indisputable commitment to 
Catalan literature and culture. Central to this mission is the writer’s self-perceived position in the 
Catalan space, constructed in the image of his own ideal conception of an intellectual, that is, Jean-
Paul Sartre’s notion of intellectuel engagé:  
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Il est essentiel de comprendre l’engagement au sens sartrien comme un état de fait, lié à la 
condition humaine comme telle. Nous sommes condamnés à l’engagement de la même 
façon que nous sommes condamnés à être libres. L’engagement n’est pas l’effet d’une 
décision volontaire, d’un choix qui lui préexisterait: je ne décide pas d’être ou non engagé 
car je suis toujours déjà engagé, comme je suis jeté au monde. (Wagner 2005, 2) 
 
This idea of engagement is crucial to understand the angle from which Pedrolo looks at the Catalan 
socio-political landscape, reflects on and reacts upon it, and how this is echoed in his literature. The 
writer is well known for his lifelong commitment to Catalan’s fight for self-determination, an idea 
that vertebrates his works. In recent years, both due to the upcoming centenary of his birth and the 
current political debates (re)emerging in Catalonia, awareness of such commitment has resulted in 
the reedition of some of his most politically committed works. In 2016, a new edition of Acte de 
violència by Sembra llibres was published with a prologue by Catalan singer, writer and political 
activist Cesk Freixas,3 and the short novel Introducció a l’ombra was recovered by Pagès editors 
with a prologue by Munné-Jordà. Edicions Comanegra has also published a new edition of the first 
volume of the cycle La terra prohibida (1957), encompassing two of the four original novels of this 
tetralogy: Les portes del passat and La paraula dels botxins. Comanegra advertises this work as 
‘l’obra de més valor històric de Manuel de Pedrolo, imprescindible per entendre les arrels socials 
del moviment independentista català’ (web). January 2016 also saw the arrival of a very significant 
monograph by historian Xavier Ferré i Trill, Manuel de Pedrolo i la nació (1957-1982), which 
explores the more political side of the writer and follows the evolution in his political alignment. 
Ferré i Trill argues that Pedrolo’s early militancy in the Federació Anarquista Ibèrica (FAI) in 1936 
– whose agenda actively rejected Catalan nationalism – was, according to the writer ‘si fa no fa una 
certa resposta a l’actitud política centrista del seu pare a Acció Catalana’ (2016 84) and that he soon 
‘adoptà progressivament l’independentisme com a conseqüencia de l’ocupació francofalangista’ 
(ibidem). What is more, Pedrolo conceives of his writing as an act of resistance towards the regime 
and is always conscious of his social function as a writer: 
Pedrolo parteix de la convicció que escriu per modificar alguna cosa i, doncs, per als altres 
més que no pas per a ell mateix: escriure és un acte de servei que implica un compromís 
amb la llengua i amb la cultura pròpies que l'escriptor no pot defugir. Per això, pren una 
actitud ferma, irreductible, de servei al seu país i de fidelitat total a la seva llengua, sense 
concessions de cap mena. (Molas, 84) 
 
The strong convictions professed by the writer endorse a particular view of the Iberian landscape 
articulated in the Catalan language and therefore addressed to an audience capable of reading 
 
3 The singer, songwriter and poet Cesk Freixas had already titled his 2012 album ‘Tocats pel foc’ in reference to 
Pedrolo’s 1959 novel. The album included a song called ‘Acte de violència’ as well. Furthermore, his 2017 album 
Proposta includes a song titled ‘Benaura’. 
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Catalan, thus contributing to the construction of a national literary space circumscribed by the 
imagined frontiers of Catalonia – during the first years of his career – and later expanded to include 
all territories encompassed by the ‘Països Catalans’. Pilar Rahola’s article rescues a letter to Pedrolo 
by writer Maria Antònia Oliver, who apparently convinced him of the need to change his 
conception of the boundaries of Catalan culture: 
Tu no ho veies gaire clar, això dels Països Catalans; argumentaves, amb aquella lògica 
impecable que tenies, que si la gent de les Illes i del País Valencià no volien ser catalans, 
nosaltres no hi podíem fer res. Jo et vaig dir que m’havia fet nacionalista a Menorca, com 
molts d’altres, i que convenia més escoltar les nostres veus que els que deien que no. Tu 
vares fer una pausa, t’ho vares pensar, i després vares dir: ‘Tens raó, noia!’ Des d’aleshores, 
vaig veure que substituïes Catalunya per Països Catalans en els teus papers. (1990, 37) 
 
Both Catalonia and the ‘Països Catalans’ are stateless regions whose identity has historically been 
shaped by the distinctive use of Catalan language, a practice that – though questioned and 
threatened throughout history by the hegemonic power of major European languages such as 
Spanish and French – defines the territory within the ‘Països Catalans’ as a space in which the 
Catalan language is not only spoken, but has the status of a literary language. In her book World 
Republic of Letters, Pascale Casanova observes how literary spaces – in particular those belonging 
to stateless regions – operate independently, ignoring rigidness and the political delimitation of the 
territory they are inscribed in when she argues that:  
Not only in Ireland at the end of the nineteenth century, but also in Catalonia, Martinique, 
and Quebec today, as well as in other regions where nationalist movements in politics and 
literature have emerged, literary spaces have been able to appear in the absence of a 
formally constituted state. (2004 104) 
 
Determining the exact time in which a particular a literature whose language is in a subaltern 
position and in a process of diglossia4 is a particularly challenging endeavour. While the nineteenth-
century ‘Renaixença’ has generally been established as the time when Catalan overcomes a period 
of decadence, voices such as Joan Lluís Marfany’s argue not only that ‘the Renaixença did not in 
the least aim to revive Catalan, but quite the opposite: it was a merely symbolic gesture of 
compensation for its deliberate suppression as a fully functional language’ (2004, 138) but also that 
the same ‘actors in this revival’s traditional cast happen also to be amongst the most active agents 
of the Castilianization of Catalan society’ (ibid). Looking at the origin of the field in depth is, 
however, not as relevant in a study on Pedrolo’s contribution to it as are the exceptional 
 
4 For an overview of the different theories on diglossia between Catalan, Spanish and French from the 16th to the 
20th Centuries in Catalonia, see Francesc Vallverdú’s ‘Hi ha o no hi ha diglòssia a Catalunya: Anàlisi d’un 
problema conceptual’ (1983). For a historical contextualisation of the same phenomenon at European level see Joan 
Lluís Marfany’s study Llengua, nació i diglòssia (2008). 
 
 
 
 16 
circumstances in which the field stands during the beginning of the author’s contribution – during 
the second half of the twentieth century. By the 1930s there was an already established literary field 
– that was then impoverished and mutilated by the restrictions of Francoist dictatorship – which 
according to critics such as Joan Fuster would experience a dramatic publishing boom from 1962 
onwards (1969 19). Had it not been for literary projects such as Pedrolo’s – maintaining and 
(re)constructing a dormant underground literary space through resilience and endurance – the 
chances for this later development in the Catalan literary field would have been lower. 
Such resurgence of a national literary space during the dictatorship contributes to the reinforcement 
of what can be regarded as a social space – insofar as it is built on the basis of the common 
language and culture of its inhabitants – that strongly clashes with the superimposed space of 
Franco’s regime: 
The places of social space are very different from those of natural space, in that they are not 
simply juxtaposed: they may be intercalated, combined, superimposed –they may even 
sometimes collide. (Lefebvre 88) 
 
The forcefully superimposed space constructed by the Francoist Regime claims its own superiority 
in the name of a unified and greater Spain that rejects diversity by discouraging the formation of 
other spaces.5 The constant sabotage of any attempts at public coexistence among these ‘other’ 
spaces – through mechanisms such as repression and censorship used by the Regime – condemns 
these spaces to become dysfunctional and operate clandestinely. It is precisely because of this that 
Pedrolo conceives and voices the power relationship between Spain and the ‘Països Catalans’ in 
postcolonial terms, defining the regime as coloniser and the Catalan people/culture as colonised. 
This attitude is more openly articulated in the public sphere during the last ten years of his life, in 
response to and as a result of the political changes brought by the Transition to Democracy in Spain. 
In this period, part of his production shifts its focus to political essays and his fictional works play a 
secondary role. Thus, Pedrolo publishes articles such as ‘Cròniques colonials’, ‘Cròniques d’una 
ocupació’ and features in the one single televised interview we have of him in 1983: 
Com a catalans, som ciutadans dels Països Catalans. Si ens deixem perdre això, ho perdrem 
tot com a comunitat. Som un poble colonitzat. No podem desfer-nos de la colonització sense 
la independència. (Pedrolo 1983) 
 
 
5 One of the most (in)famous mottos of the Spanish dictatorship was that of ‘España una grande y libre’, promoted by 
the far-right party Falange Española. One of the propaganda posters created by the Jefatura Nacional de Prensa y 
Propaganda between 1936 and 1939, and catalogued nowadays at the Library of Congress in Washington DC, 
shows a young soldier carrying the Falange flag, a Falange symbol at lower right and the inscription mentioned 
above. Falange Española. Jefatura Nacional De Prensa Y Propaganda, Sponsor/Advertiser. Por la España, una 
grande y libre. [Bilbao: jefatura nacional de prensa y propaganda, between 1936 and 1939] Photograph. Retrieved 
from the Library of Congress, <www.loc.gov/item/99615713/>. 
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The fact that the only time we see Manuel de Pedrolo in front of the television camera is in the TV 
show ‘Vostè pregunta’ carries real significance. As the name of the show – ‘You Ask’ – indicates, it 
consisted of an open question and answer session made via telephone between viewers and the 
guest. One single host, a then young Joaquim M. Puyal, moderated a debate that featured such 
prominent Catalan public figures as Jordi Pujol and Salvador Espriu, among others. This 
programme aired for the first time in 1977 and was initially hosted by TVE Catalunya.6 Despite 
being a quite well known writer at the time, Manuel de Pedrolo was also known to be reticent to 
agree to TV or radio appearances, as the opening words by Puyal in the show suggest; 
‘(s)egurament per molts de vostès pot resultar sorprenent la seva presència, donat que no és una 
persona que, diguem-ne, habitualment posi facilitats per fer declaracions públiques a través dels 
mitjans de comunicació’ (Pedrolo 1983), or as Àlex Gutiérrez (2018) adds: 
Pedrolo va imposar una sola condició per assistir al programa: poder dir obertament que era 
independentista i tenir el temps d’argumentar que la independència li semblava la millor – o 
l’única, de fet – via per assegurar la pervivència de la cultura catalana. Puyal, conscient que 
si demanava permís als mandarins podia rebre una negativa, va decidir tirar pel dret i 
convidar-lo sense avisar els directius del canal. No consta, però, que després ningú li estirés 
les orelles. (2018) 
 
This militancy shown by the author is not by any means an isolated case. Xavier Ferré Trill (2016) 
dedicates two chapters – Solidaritats I and II – to enumerate the occasions on which Manuel de 
Pedrolo directly engaged in the active defence of causes such as:  the preservation of the Catalan 
language and literature, the struggle of the labour and students movements or support for exiles and 
political prisoners.7 The resolute way in which Manuel de Pedrolo embraces the role of Sartre’s 
intellectuel engagé in the context of twentieth-century Catalonia indicates his awareness of the need 
for such a figure in the (re)construction of a national space. 
  
 
6 This Spanish TV branch created in 1959 operated from Estudis Miramar – located on Montjuïc – and aimed 
specifically at a Catalan-speaking audience for the first time. 
7 Some examples of Pedrolo’s public militancy listed by Ferré i Trill are his signing of the linguistic manifesto 
‘Manifest dels 100’ in 1960, his support for the anti-repression demonstration by the students at the University of 
Barcelona’s Faculty of Law in 1966, his support for the manifesto against police violence during the 1967’s Diada 
addressed to Barcelona’s governor at the time, Tomàs Garicano Goñi, his donation of 2,000 pesetas to support the 
organisation of the Congrés de Cultura Catalana in 1977, the fact that he wrote and signed the poem ‘Només el 
Silenci’ in support of political prisoners of EPOCA (Popular Catalan Army) in 1978, signed a manifesto in support 
of two political prisoners of ‘Terra Lliure” (Catalan armed group). Pedrolo also maintained written correspondence 
with political prisoner Dolors Tubao (EPOCA), whose case was also denounced publicly by the author in an article 
written in Avui in 1981. 
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Traditional Readings of Manuel de Pedrolo’s Oeuvre 
While there has been some modification to this vision in recent years, this has been due in no small 
part to the rise in pro-independence politics in Catalonia, thus giving major visibility to the political 
significance of some of his works while at the same time perpetuating the invisibility of others. 
There remains a need to plot and take account of the different dimensions of his legacy, in order to 
fully understand the relationship between his literary project and his political and cultural activism, 
as well as how these respond to and contribute to shaping understanding and projections of the 
twentieth-century Catalan landscape. 
 
Mecanoscrit del segon origen as a Phenomenon 
In his 2000 essay The Slaughterhouse of Literature, Franco Moretti quotes a famous Hegelian 
aphorism, ‘The history of the world is the slaughterhouse of the world’, and extrapolates it to the 
case of literature: 
The majority of books disappear forever – and ‘majority’ actually misses the point: if we set 
today’s canon of nineteenth-century British novels at two hundred titles (which is a very 
high figure), they would still be only about 0.5 percent of all published novels. 
(Moretti 2000, 207) 
 
These disappearing books suffer from a process of selection that, despite being affected by a wide 
range of social, economical and cultural factors, ultimately leads to a minority of works enjoying 
greater visibility than the rest of the pieces within the same literary system. The criteria behind this 
selection, though sometimes arbitrary, are closely related to the formation of the canon in a given 
literary space, and can often leave its mark on the transcendence of an author in a particular 
literature. Furthermore, an interesting characteristic of this phenomenon is that it completely 
isolates works, detaching them from other distinguishable qualities – such as genre, style or length – 
and most importantly, authorship. With the exception of some rare cases in which one of these 
chosen works happens to be the only work written by an author – Anna Sewell’s Black Beauty 
(1877), Emily Brontë’s Wuthering Heights (1847) and Boris Pasternak’s only novel Dr. Zhivago 
(1957) are examples of this – the major success of a single work by an author does inevitably 
condemn the rest of the oeuvre to oblivion. 
Consider for instance the case of French author Antoine de Saint-Exupéry and his best-known work, 
Le Petit Prince (1943). If you were to ask a number of individuals about this novella, it is almost 
certain that a high percentage of those surveyed will have at some point read the text, or at least 
have heard about it. According to writer and journalist Jennifer Miller, it has been translated into 
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250 languages and sells nearly two million copies each year, making it the third most translated 
work in the history of literature (2014). While the story’s incredible reception brought Saint-
Exupéry’s success, the writer will always be remembered for writing this one work, relegating the 
rest of his oeuvre – however interesting it may be – to the most absolute oblivion. Furthermore, it 
played an important role in shaping a unique and well-defined public image of the writer, who will 
inevitably be forever labeled as a writer of children’s literature. 
The case of Manuel de Pedrolo’s Mecanoscrit del segon origen – the novel that became one of the 
most important literary phenomena in the twentieth-century Catalonia – is a similar one. Despite the 
obvious differences between the French and the Catalan literary traditions, particularly in terms of 
international visibility and the power relations to which both were exposed during the twentieth 
century,8 Exupéry’s novella and the Catalan science-fiction novel have a lot in common in terms of 
the way they affected the position in the canon of their respective writers; just as Saint-Exupéry will 
always be perceived as a representative of French children’s fiction, Manuel de Pedrolo’s 
Mecanoscrit del segon origen consigned the author to the realm of popular literature in Catalan. 
Published in 1974, Mecanoscrit del segon origen is a post-apocalyptic themed novel that instantly 
achieved widespread popularity amongst teenage readers and still ‘constitueix el fet editorial més 
singular que s’hagi mai donat en la ja llarga història del llibre català’ (Vallverdú, 5). When Francesc 
Vallverdú wrote these lines back in 1986, the book had sold nearly 300,000 copies; the number of 
copies published was to reach 1,400,000 by 2012 (Sanz 2014, 7). One of the factors behind the 
novel’s commercial success is the figure of Josep Maria Castellet, the literary director of the 
Catalan-based publishing house Edicions 62, who, recognising the novel's attractive Sci-Fi story, its 
plain and accessible language and the fact that a teenage audience could easily empathize with the 
two teen protagonists, decided to publish the novel under ‘El Trapezi’, a collection marketed for 
adolescent audiences. As expressed by Cocozzella, ‘Mecanoscrit is Pedrolo's answer to the demand 
for a type of fiction specifically geared to the “youth of our time”, who are, presumably, dissatisfied 
with such holdovers as Jules Verne, Emilio Salgari and James Fenimore Cooper’ (Cocozzella 752). 
However, Pedrolo himself never intended the book to be addressed to teenagers; instead insisting 
that it was his search for new narrative techniques that led him to write it ‘sense preocupar-me ni 
poc ni molt del “destinatari”; únicament volia que semblés, més o menys, que l’havia escrita una 
noieta. Una noia potser una mica excepcional, sí, però al capdavall una adolescent’ (EMP 724). 
Even so, the novel’s acceptance amongst younger audiences, and the fact that Manuel de Pedrolo 
 
8 As will be mentioned throughout this work, the minoritised situation of Catalan language during the nearly four 
decades of Franco’s dictatorship made the act of writing in Catalan a resistant one, aimed at challenging the 
subaltern position of the language in relation to the Spanish language promoted by the regime. The French language, 
on the other hand, did not experience any kind of persecution in the particular twentieth-century context I am 
referring to the above. 
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was at that time a well-known Catalan writer, led to its adoption in the Catalan secondary education 
system, making it a staple of what John Guillory calls the educational canon (Guillory 1993). I will 
come back to this novel’s position in the Catalan educational canon and the way this has affected 
readings of Pedrolo in it, but before that I would like to talk about the novel’s current status, forty-
two years after its publication. An example is the recent release of a film adaptation of Pedrolo’s 
novel entitled Segon origen (2015), which led to a great deal of criticism of Carles Porta’s failure to 
meet the perceived classic status of Mecanoscrit. For instance, Judith Vives writes ‘(t)rist, molt trist. 
Perquè ni Pedrolo es mereixia això, ni el record de Bigas Luna, tampoc’ (Vives 2015). Somewhat 
ironically, Vives’ article provides a good example of how reception of Pedrolo’s work has been 
marked by ambivalence towards popular cultural forms in Catalan culture; for a long time his own 
critical sidelining was underpinned by his openness to genre fiction and cultivation of popular 
literary forms. Furthermore, this was also affected by debate over the linguistic model. During the 
second half of the twentieth century, as Jordi Cornellà-Detrell explains in his book Literature as a 
Response to Cultural and Political Repression in Franco’s Catalonia (2011), there was a clash 
between different positions regarding the linguistic evolution of the Catalan language – one group 
aimed at the regulation and dissemination of a standard Catalan language, and another demanded a 
change in the then established standards, arguing that language and its style should evolve with time 
and the needs of the new literature to come – a dispute that was somewhat associated with the hopes 
granted by a gradual decadence of the Francoist regime, which was seen as an opportunity to 
Catalan language and culture to recover after forty years of repression. 
As Josep-Anton Fernàndez has shown in his study El malestar en la cultura catalana: la cultura de 
la normalització 1976-1999 (2008) these attitudes contributed to the late evolution of the literary 
field after the transition, and were exacerbated by the need to compete in a market dominated by 
Spanish. The reception of Mecanoscrit del segon origen and its adaptation uncovers some of the 
tensions in the Catalan literary scene in the latter half of the twentieth century and it also affects the 
way in which the rest of the author’s works have been analysed. Pedrolo himself was very 
conscious of this during his lifetime. As Àlex Broch argues in an article for the newspaper Avui in 
1991, ‘una de les queixes de Pedrolo, com els que el tractaren darrerament sabien, era observar que 
havia acabat essent presoner de l'èxit de Mecanoscrit del segon origen’ (46). In the same issue of 
Avui, Maria Ginés adds that the author was under the impression that the novel had led to him being 
taken, ‘als ulls d'una gran quantitat de lectors, per l'autor d'un best seller i prou. Sí, sovint és com si 
la resta no existís. De vegades lamento haver-la escrita’ (Ginés 45). Both censorship and the 
publishing conditions in post-war Catalonia had a deep impact on Pedrolo’s production; he was 
certainly ‘one of the authors who was more deeply affected by the scarcity and the abnormality of 
the Catalan literary market’ (Molas 1988 85), but that alone is not sufficient explanation for his 
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exclusion from subsequent scholarly discussion until recently. The obvious difficulty of canonizing 
a corpus of nearly 150 works became even harder when its visibility was undermined by the 
tremendous success of a work he considered to be minor. In many ways, the contradictions 
uncovered in critical reception of Mecanoscrit del segon origen are emblematic of the Catalan 
literary establishment’s attitude to Pedrolo more generally; it is just that this is most visible in the 
case of this Sci-Fi novel. 
 
Is Pedrolo an unapproachable author? 
Even though Pedrolo’s current position in the canon fails to acknowledge his overall contribution to 
Catalan literature, there have been a number of critics who have analysed and taken seriously 
different aspects of his oeuvre. As Antoni Munné-Jordà indicates with the title of one of his articles 
on the author ‘La ciència-ficció de Manuel de Pedrolo: més que el “Mecanoscrit” però també’ there 
is more to Manuel de Pedrolo’s oeuvre than this iconic novel. Before outlining the different ways in 
which Manuel de Pedrolo’s works have been approached since the second half of the twentieth 
century, it is important to highlight a common motif across most critics: that is, that Pedrolo’s 
oeuvre has not yet been properly explored. Jordi Coca opens his 1973 book Pedrolo, perillòs? with 
the following assertion: 
Jo diria que hi ha dos nivells en els quals un autor pot ser conegut: 1r., que la seva producció 
arribi al lector d’una manera ordenada, racional, sense mutilar; 2n., que l’obra hagi estat 
estudiada pels especialistes. Pedrolo, en tots dos nivells, és un perfecte desconegut. (Coca 
1973, 7) 
 
In his comments, Coca addresses, in the first instance, the impact that Franco’s regime had on the 
regular publication of Pedrolo’s works, and in the second instance, the fact that not many studies by 
a critical body had been done on the author. Coca is not alone in highlighting this absence of studies, 
as Jordi Arbonès also comments on the subject, adding the size of Pedrolo’s corpus as another of 
the possible reasons for this marginality: 
Jo penso que voler provar d’analitzar o d’explicar-se l’obra novel·lística de Manuel de 
Pedrolo obeeix, també a l’afany d’un foll. Potser és per això que són tan magres els estudis 
que han aparegut fins a la data sobre aquesta obra. 
(Arbonés, 7)    
 
Writer Sebastià Benassar’s contribution to the debate is to suggest Pedrolo’s critical sidelining in 
his article L’ocultació sistemàtica de Manuel de Pedrolo, when he argues that ‘l’autor més llegit de 
la literatura catalana pateix un arraconament brutal avui en dia’ (Bennasar 2013). These comments 
show that there is a long-standing sense of unease manifested by the critics when it comes to 
 
 
 
 22 
approaching Manuel de Pedrolo’s oeuvre. The reasons behind this ‘supposed’ anxiety are, however, 
not made explicit. It is true that Pedrolo was known for being quite outspoken regarding criticism, 
and this may have influenced critical approaches during the author’s lifetime. One example is the 
letter he wrote to Jordi Castellanos in 1987, in reference to the chapter about Pedrolo to be included 
in Història de la literatura catalana that Castellanos himself was drafting with Maria Campillo at 
the time. In the letter he stated that the article had many biographical inaccuracies and that many of 
the works he considered to be his best ones had been overlooked. But this cannot be the only reason 
behind this attitude, as similar comments have been reiterated in studies written after 1990. 
Bennasar attributes the problem to Pedrolo’s political ideology and cites his constant battle against 
the post-dictatorship establishment – together with his popularity – as the main reason for his 
current invisibility: 
Al meu entendre Pedrolo està pagant ara dos fets importants: la popularitat assolida en el seu 
moment (amb les conseqüents enveges generades), i sobretot l’absoluta fidelitat als seus 
valors, fins i tot quan es va arribar a la transició democràtica, o especialment pel que fa a la 
producció literària des de l’arribada de la democràcia, quan Pedrolo es va convertir en algú 
molest per al nou règim polític governant, una dreta burgesa a la qual atacava constantment 
des dels seus posicionaments ideològics: l’alliberament nacional, l’alliberament de classe, 
l’alliberament de la dona. (Bennasar 2013) 
 
Benassar is probably close to the mark in this analysis – for Pedrolo’s articles in the 1980s clearly 
indicate that he is at odds with the political architecture of the transition and he is certainly a figure 
far-removed from the pactist politics of Convergència i Unió (CiU)9. Benassar’s view would also 
coincide with Josep-Anton Fernàndez’s analysis in El malestar en la cultura catalana (2008) of the 
way in which political resistance was sidelined in favour of a political focus on ‘normalization’ in 
the 1980s and 1990s and progressively by the dominance of market-oriented, social, economic and 
cultural policies. It is notable that Pedrolo’s recent reevaluation – on the occasion of the centenary 
of his birth, in 2018 – coincides with a shift in Catalan politics towards ‘l’alliberament de classe’ – 
represented by the rise of political formations such as Candidatura d’Unitat Popular (CUP)10 – and 
‘l’alliberament nacional’. However, the final mention of ‘l’alliberament de la dona’ by Benassar 
and other critics introduces another problem presented by Pedrolo’s work for contemporary 
criticism and readership, due to the problematic representation of women within many of his works. 
 
9 Convergència i Unió (CiU) was a conservative Catalan coalition with a centre to centre-right ideology. While a shift to 
pro-independence support was observed during the early 2010s, the party had traditionally maintained a more 
moderate approach to Catalan nationalism.    
10 Candidatura d’Unitat Popular (CUP) is a left-wing Catalan political party that run for Catalan elections for the first 
time in 2012. Its ideology is characterised by supporting pro-independence, anti-capitalism, feminism, and 
socialism among other causes. 
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In general, critical responses to Pedrolo’s works have tended to focus on a single aspect, genre, 
theme or work at a time. However, there are a few useful overviews of his corpus. Despite the 
complication posed by the immense and heterogeneous nature of his production, there are a number 
of authors who have attempted to produce overarching analyses of Pedrolo’s lifelong project. These 
are the works that I intend to review first, in chronological order, in order to give a clear sense of 
the changing ways in which he has been read. 
The first critic to take on the task of contextualising Pedrolo was Joan Fuster in his Literatura 
catalana contemporània, of 1971, an essay in which he attempts to give an overview of Catalan 
literature during the period between 1890 and 1976, analysing the works of more than fifty Catalan 
writers, including Pedrolo. It is very interesting to see how – as early as his prologue to the second 
edition – Fuster finds it necessary to defend the inclusion of Pedrolo, not only because of the 
quantity of works, but because of the author’s significance during the 1970s: 
Quan una ànima càndida se’m queixava d’haver-hi dedicat més espai a Manuel de Pedrolo 
que a la Víctor Català, el meu desconcert fou total: la senyora Albert, comparada amb 
Pedrolo, esdevé una tènue referència historiogràfica, tan important com es vulgui en la seva 
circumstància, però ja no tant des d’una perspectiva actual. (Fuster 1971, VI) 
 
Fuster opens his chapter on Pedrolo with the following sentence: ‘[e]l “cas Pedrolo” és a part’ 
(Fuster 1971, 391). Besides highlighting the singularity and the groundbreaking nature of his oeuvre 
– for him, similar to Joan Perucho and Sarsaneda, but more experimental in his approach – he 
praises the author’s determination in constructing his enormous novelistic corpus, and dismisses the 
quality ‘versus quantity’ discourse by arguing that ‘La novel·la és un gènere en el qual la “quantitat” 
hi compta: vol dir-se, l’extensió i la riquesa del ‘món’ fictici –de ficció des de la realitat– que 
l’escriptor aconsegueix de posar damunt el paper’ (Fuster 1971, 392). Fuster seems to be claiming 
that Pedrolo’s decision to construct this type of overarching project was made at an early stage in 
his career, underpinning his argument with references to the duality of the Catalan literary system. 
As Kathryn Crameri highlights, ‘[w]hen authors such as Manuel de Pedrolo championed more 
popular genres such as crime fiction they had to endure criticism of the quality of their writing’ 
(Crameri 2008, 23) – thus suggesting that Pedrolo in some way sets out to remedy this: ‘La 
literatura catalana, per motius ben comprensibles, només ha tingut temps, fins avui, de produïr 
novel·listes de la primera espècie, d’escriptura primmirada però escasa’ (392). In terms of the 
specifics of the writer’s contribution, Fuster refers to his ability to experiment with different 
narrative techniques, and outlines recurring themes in his work: human loneliness and the inability 
to communicate, the battle between the sexes, the incomprehensible nature of the world, the lack of 
meaning behind existence, everyday alienation, and the inevitability of hatred and distrust (1971, 
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393). As far as influences are concerned, he mentions that Pedrolo has been compared to Faulkner, 
Joyce and Hemingway, but states that this influence is above all formal: ‘Més aviat ens trobem 
davant aquella seducció de la “forma”, essencial en Pedrolo, que l’indueix a no desaprofitar 
qualsevol oportunitat d’experimentació’ (1971, 394). 
The next important critical approach to Pedrolo was that of the then 26-year old Jordi Coca, whose 
Pedrolo perillós? Converses amb Manuel de Pedrolo (1973) was structured as a series of 
conversations with Manuel de Pedrolo. Over 150 pages long, the work combines transcriptions of 
interviews with the author, some of the prologues to the novels, Coca’s own critical analysis and 
even some then unpublished poetry pieces.11 The result is a thematically and chronologically-
guided conversation with the author that addresses many biographical, sociological and political 
issues connected with Pedrolo’s work, as well as identifying influences from other contemporary 
authors. Furthermore, Coca’s work stands out both as the first book that is entirely dedicated to the 
study of Pedrolo’s oeuvre, and the first that contains an in-depth analysis of the novelistic cycle 
Temps obert (1963-1969). 
Seven years after Coca, a more exhaustive analysis of Pedrolo’s work was written outside Catalonia, 
in Buenos Aires, Argentina. The 1980s’ book Pedrolo contra els límits, by Jordi Arbonès, 
represents the most complete critical study ever written on Pedrolo, adding a total of 180 pages to 
the studies on the author. An avid reader and follower of the author, Arbonès maintained a long-
term correspondence with Pedrolo from which we can see how he often had the chance to read his 
manuscripts before they were sent for publication. Over time, this correspondence developed into 
friendship, and, as I was privileged enough to learn from Pedrolo’s daughter Adelais de Pedrolo in 
conversation, they even met in person in the mid-1980s, when Arbonès returned to Catalonia. This 
closeness with the author and the admiration he had for him clearly impacts on the general tone of 
the work, which tends to praise the works rather than offering a more critical standpoint. 
Nevertheless, the study offers great insight into the main themes favoured by Pedrolo, alongside 
analysis of the different experimental techniques used in his work. As a devoted reader of his 
oeuvre, Arbonès provides examples to back up his arguments from across the entirety of the 
Pedrolian corpus.    
Eight years after the publication of Pedrolo contra els límits, the very distinguished Catalan critic 
Jordi Castellanos dedicated a chapter to Manuel de Pedrolo in his Història de la literatura catalana 
(1988). As mentioned earlier in this chapter, Manuel de Pedrolo was not impressed with the 
depiction of his oeuvre made by Castellanos. By that stage in his life, Pedrolo had gradually 
 
11 The complete poetry of Manuel de Pedrolo was only later published by Edicions Pagès in 1996, in the shape of a 
two-volume anthology curated by Xavier García. 
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become disenchanted with the political situation in Catalonia, so far from the hopes and dreams 
forged at the early stages of the Transition to Democracy. Moreover, his pessimistic attitude 
towards the value and reception of his work deepened after the author stopped writing fiction in the 
early 1980s. Castellanos’ chapter offers an excellent insight into the works of the author, and even 
if it is very difficult to reflect on such an extensive corpus within the constrains of one chapter, 
Castellanos’ account is probably one of the most complete of those written in any Catalan literary 
history volume. A good example is his take on Mecanoscrit del segon origen, which is seen by the 
critic as one of Pedrolo’s re-elaborations of biblical myths – also found in other works such as 
Múltiples notícies sobre l’Edén (1985) and Crucifeminació (1987) among others – instead of being 
under-valued due to its status as the Catalan bestseller of the twentieth century (Castellanos 1988, 
97). 
It was not until after Pedrolo’s death in 1990 that the next study was published. Unlike the previous 
works, Rellegir Pedrolo constituted a collaborative effort involving thirteen different writers, and is 
the proceedings of the colloquium Rellegir Pedrolo, celebrated in Lleida in December 1990 in 
honour of the author. This compendium, edited by Xavier Garcia, brings together some of the 
writers mentioned earlier in this chapter, such as Molas, Coca and Arbonès, with Molas’ 
contribution standing out because of the personal insights offered into Pedrolo’s lifestyle: 
Porta una vida solitària, austera, de constants renúncies. No viatja. No li agraden els oripells 
de la vida social. Manté relacions de vegades tenses amb els altres, pròpies d’un solitari. 
Només llegeix, només somia, només escriu. En aquest sentit, resulta significativa una prosa 
publicada al Cap d’any del 57, ‘Contactes amb la realitat’, on descriu un despatx, el seu, 
moblat amb una màquina d’escriure, una ‘vista aèria’ de Nova York i llibres, molts llibres. I 
on, molt sovint, la realitat es transforma en somni i el somni, en literatura. O dit d’una altra 
manera: la seva vida és literatura i, més en concret, la seva literatura. (1990, 37) 
 
Molas writes of Pedrolo’s upbringing in Tàrrega and his early writings in the Catalan literary 
magazine Ressò, and goes on to describe Pedrolo’s ‘singularity’ within the Catalan literary scene. 
Among the different factors he mentions behind this ‘singularity’ – censorship and the limitations 
of the critical apparatus – there is one that particularly caught my attention, which is his posited 
‘contemporaneity’. The fact that Molas mentions this as a factor that sets Pedrolo apart as a writer 
in twentieth-century Catalonia, not only speaks volumes about the characteristics of Pedrolo’s 
corpus, but also about the somehow constrained literary space in which he developed his work. 
Among the Spanish authors who influenced Pedrolo, Molas includes Pío Baroja, Valle Inclán and 
Ramón Pérez de Ayala. Balzac and Anatole France are also mentioned as French influences (37). 
Molas uses the word ‘Mastodòntica’ to characterize the vastness of Pedrolo’s corpus, and identifies 
his passion for writing as ‘diabòlica’. He also highlights the image of Pedrolo as a reader, a 
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characteristic that not many studies have focused on, backing this up with mention of the author’s 
own critical writings on national and international writers (39). Molas writes that he admires 
Pedrolo’s ability to address his reader’s preferences and interests, mentioning in particular his novel 
Un amor fora ciutat (1959) as a controversial and ground-breaking approach to homosexuality, or 
his treatment of the Barcelona university protests in some of his novels. Here, he could have been 
referring to M’enterro en els fonaments (1962), as Montserrat Fullola Pericot mentions in her Breu 
història de la Universitat de Barcelona (2014): 
 El protagonisme estudiantil que es viu des de finals de la dècada dels 50 i els anys 60, i 
durant les dues dècades següents, els anys 70 i 80 del segle XX, sobrepassa el que havia 
estat habitual. Els joves estudiants es converteixen en el gran impuls de la contestació al 
control estatal del medi universitari. En aquest període es viu una enorme transformació 
social a Catalunya i a Espanya, que moltes vegades es minimitza precisament perquè es 
produeix en el context de la dictadura. (2014, 61) 
 
Whereas Coca contributes to the volume with an article on Temps obert that takes a similar 
approach to one of the chapters in his Pedrolo perillós? Converses amb Manuel de Pedrolo, 
Arbonès explores the idea that Pedrolo’s short stories are the testing ground where he developed 
ideas that would later be used in his novels. This argument – which has been supported by other 
articles by Anna Maria Moreno-Bedmar (2008) and Louise Johnson (1999), among others – is 
developed by Arbonès through the analysis of different themes and narrative techniques that travel 
across genres in Pedrolo’s oeuvre. In the same volume, Josep Faulí and Francesc X. Vall i Solaz 
take responsibility for the early years of Pedrolo’s production, the first giving a very descriptive 
account of the crime fiction produced by Pedrolo during the first two decades of his career, and the 
second analysing existentialism in his oeuvre by tracing the influences of Jean-Paul Sartre and 
William Faulkner in his works. 
While the previous works attempt a contextualisation of Pedrolo within the Catalan literary system, 
the truth is that they all seem to prefer to compare his contribution to that of foreign authors, 
locating him – as shall soon be seen in the analysis undertaken by Tasis – on the margins. Pedrolo is 
seen from the very beginning as a Catalan writer who does not necessarily follow the rules 
established by the Catalan literary system, preferring to adapt international models rather than to 
build on the work of previous Catalan authors.  
The above-mentioned studies written during the twentieth century, whether in the form of a 
monograph or a collection of articles, either attempted a general approach to the totality of Manuel 
de Pedrolo’s oeuvre or identified an aspect permeating a number of his works. However, there are 
also a number of significant studies that have drawn on different aspects of his production, shaping 
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the image we have of ‘l’obra Pedroliana’ today. Following the same approach as in the previous 
section, I will address these studies chronologically. 
The first source mentioning Manuel de Pedrolo was Catalan writer Rafael Tasis’ article Manuel de 
Pedrolo, novel·lista inèdit published in the June 1954 issue of exile journal Pont Blau. In the article, 
Tasis announces the emergence of a new author who he believes will excel in the Catalan narrative 
scene and who, according to him ‘és la revelació d’aquests darrers vint anys en el camp de la 
novel·la catalana i que, probablement, haurà d’ésser considerat com el novel·lista més important 
que s’hagi donat a Catalunya després de Narcís Oller’ (Tasis 1954, 183). This statement, made in a 
time when Pedrolo had not published anything but his poetry collection Ésser en el mòn (1949)  and 
his short story book El premi literari i altres coses, comes from a critic who seems to foresee the 
immense creative potential of the author. Tasis focuses on the study of the typescripts of four of his 
unpublished novels: Acte de violència, crafted in 1950; Els còdols trenquen l’aigua, written in 1951; 
Cendra per Martina, composed in 1952 and Un de nosaltres, finished in 1953 but not published 
until 1962, after winning the Premi Sant Jordi award under the different title Balanç fins a la 
matinada. He praises Manuel de Pedrolo’s style through comments such as ‘un dels moments més 
impressionants de la novel·la catalana’ (187) when referring to a six-page fragment from Acte de 
violència, or comparing his Els còdols trenquen l’aigua with Gustave Flaubert’s L’Education 
Sentimentale or Stendhal’s Le Rouge et le Noir. He goes on to praise the narrative technique in 
Cendra per Martina and, despite considering it a bit too melodramatic, just as the Joan Martorell 
literary prize jury would also claim (188), he highlights the ability of this work to describe post-war 
Barcelona society, presenting it as ‘un precís esquema psicològic de l’evolució de la juventut 
barcelonina després de la gran tragèdia’ (224). In this study, the first one made on Pedrolo, his 
capacity to capture and project the socio-cultural dimensions of the changing Catalan landscape is 
highlighted, rather than the experimental value of his work or his contribution to importing foreign 
literary models and even though there is little or no direct reference to place. As in subsequent 
studies, Tasis also recognises the existentialist themes in Pedrolo’s work, ending by predicting that 
the many influences present in his work – Aldous Huxley, Jean-Paul Sartre, Albert Camus, Graham 
Greene, Thomas Mann and Franz Kafka among others – will give Pedrolo the tools to ‘aplicar 
diverses formes de narració i renovar així el marc bon xic estret de la novel·lística catalana’ (226). 
It can be seen from this first article that Tasis had great expectations of Pedrolo from the very 
beginning of his career, and indeed, shared his desire to transform the Catalan literary scene.  
In a later 1956 article, Tasis goes on to explore more closely the sociocultural significance of 
Pedrolo’s work, reflecting on the treatment of different fictional spaces. The article affirms that the 
task of representing one’s own national space through literature was not something to be taken 
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lightly in the Catalan context, particularly during the first decades following the civil war. In fact, 
Tasis makes a major effort to excuse Pedrolo for the fact that none of the six works he analyses – he 
could have easily been referring to International Setting, a short story collection written by Pedrolo 
in 1955 in which most of the action happens abroad – feature any Catalan location in them: 
contrarrestar l’acusació de cosmopolitisme i de desarrelament que els atzars de l’edició 
podrien justificar, si aquestes obres no eren publicades abans que altres llibres d’ambient 
clarament foraster que també figuren en l’extens catàleg de l’opus inèdit de Pedrolo. (Tasis 
1956, 334) 
 
The fact that such a justification by Tasis is necessary speaks volumes about the Catalan post-war 
literary system and its relationship with the Catalan landscape. This may be symptomatic of a very 
particular conception of the type of spatial representation appropriate in a post-war Catalan novel,   
and it is likely to have been influenced by the fact that Tasis writes this article for a magazine – 
Pont Blau – published in exile. Tasis draws attention to the different conditions and expectations of 
writers, readers and critics in exile and in Catalonia; for many Catalan exiles the primary 
commitment was to represent the Catalan experience, ie. to provide testimony, whereas in Catalonia 
censorship made it difficult to refer to the war or to post-war resistance to the significance of 
references to space – even when absent – as indicators of the wider socio-political context.   
Tasis goes on to describe the short story collection El premi literari i més coses, as a very well-
formed body of narrations, that recreates the techniques of Proust, Joyce, Sartre and Faulkner. In 
Mister Chase, podeu sortir, Tasis believes Pedrolo’s speculation with the theme of death to be very 
much in line with Sartre’s Huis Clos (335), leading him to read the rest of the short story collection 
allegorically. Furthermore, he describes Estrictament personal – a 345-page novel written in one 
month, describing the events happening in only one hour – as a window into the lives of a wide 
sector of Catalan society: ‘proletaris de coll i corbata, mig intelectuals, mig obrers, que viuen amb 
dificultats d’unes magres comissions aleatòries i tenen sempre un malalt a la família’ (336). Tasis’s 
approach to Pedrolo’s works – perhaps a result of his simultaneously close and distant reading – 
resonates with the approach followed by this thesis. 
 
Attempts at Classifying Manuel de Pedrolo’s Oeuvre 
Both Jordi Coca and Joaquim Molas have charted Pedrolo’s work in four different phases, which 
will be analysed below, starting in 1952.12 Given that he began to write before the 1950s, 1949 will 
 
12 This starting point identified by both critics fails to acknowledge that Pedrolo actually started to write slightly 
before the 1950s. He produced the two novels Elena de segona mà (1949) and Doble o res (1950), his first short 
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be considered as the starting point of his career in my own reclassification, in an effort to shed 
further light on the author’s beginnings. The first phase of Pedrolo’s work (1949-1956) is 
characterised by the author’s first experimentations with the distortion of the logical coordinates of 
time and space, a technique that will continue throughout his career. During these years, Pedrolo 
positions himself, according to Molas, between Existentialism and the Literature of the Absurd 
(Molas 1988, 89). Examples of this phase are his first detective novel, L’inspector arriba tard 
(1953); his first incursion into the recurrent theme of the lack of communication, in Cendra per 
Martina (1952); an existentialist novel Balanç fins a la matinada, written in 1953 and awarded the 
Premi Sant Jordi in 1962; and his autobiographical novel Avui es parla de mi (1953). His use of the 
Absurd to depict certain aspects of society is more overt in his short stories, with examples such as 
‘Paperam’ (1955) or ‘L’impost’ (1955), both criticizing bureaucracy, or ‘Liquidació’ and ‘Les 
civilitzacions són mortals’, dealing with the theme of freedom. Out of the approximately twenty-six 
works he writes during this period, only seven are published – Ésser en el món (1948/1949), El 
premi literari i més coses (1938/1953), Es vessa una sang fàcil (1952/1954), Mister Chase, podeu 
sortir (1953/1955), Estrictament personal (1954/1955), Domicili provisional (1953/1956), Un món 
per a tothom (1954/1956); the rest would wait many years to see the light due to censorship. 
Molas justifies the beginning of the second period (1957-1962) in terms of the strength of Pedrolo’s 
engagement with the social issues around him, which brought him closer to realism and led him to 
include more historical content in his narratives (Molas 1988, 91). Coca exemplifies this change by 
noting that 1957 sees the writing of the four pieces that constitute his highly politicised first 
novelistic cycle La terra prohibida. Molas describes the cycle as ‘un cicle sobre la vida política, 
social i personal a la Catalunya de posguerra: exili, retorn, repressió, clandestinitat, actituds socials i 
polítiques, comportaments sexuals, valors morals, etc.’ (Molas 1973, 92). The same year was 
marked both by the completion of his last short story collection and the production of his celebrated 
play Cruma (1957), which Coca defines as his first genuine incursion into theatre. These five years 
contain a very strong focus on drama – with further notable plays such as Homes i no (1957), 
Situació bis (1958) and Tècnica de cambra (1961), all of which merit a mention in Martin Esslin’s 
classic study The Theatre of the Absurd (1961). The period also witnesses an increasing interest in 
politically committed works besides the previously mentioned La terra prohibida, including the 
Marxism-inspired novel Tocats pel foc (1959) and Acte de violència (1961). 
The next period (1963-1971) encompasses a cycle considered by most critics to be Pedrolo’s 
masterpiece: Temps obert (1963-1969). Consisting of eleven novels, this ambitious cycle not only 
exemplifies Pedrolo’s experimental narrative techniques, but also stands out as a literary manifesto 
                                                                                                                                                            
story collection, El premi literari i més coses (1938-1951); plus two poetry collections, the already mentioned Ésser 
en el món (1949) and Simplement sobre la terra (1950) prior to 1952.  
 
 
 
 30 
aiming at totality, by introducing a set of characters and situations in its first chapter, Un camí amb 
Eva (1963) and presenting a range of parallel narratives through the other ten pieces. These parallel 
stories are forged in some cases through the introduction of slight changes in the original plot or a 
modification of narrative perspective in others. Besides the experimental nature and ground-
breaking structure of this cycle, these works effectively depict the living conditions in post-war 
Barcelona from a multi-angled perspective. 
Furthermore, these years witness the publication of Totes les bèsties de càrrega (1965), a dystopian 
novel that depicts a society oppressed by an extremely bureaucratic and absurdist regime (Munné-
Jordà 2016). His critics have often ranked this novel amongst his best works; it had a central role in 
the article about the author that Catalan writer and journalist Vicenç Riera i Llorca included in his 
study 9 obstinats (1971), and was the only one of his works included in the ‘canon-forming’ 
collection ‘Les millors obres de la literatura catalana’ overseen by Joaquim Molas. 
During the last years of his literary career (1972-1990), Pedrolo produced both of his most popular 
but also some of his more complex and least accessible works. The period saw a consolidation of 
his political militancy, resulting in works whose publication would have been unthinkable during 
the previous decade. Molas argues that Pedrolo’s continuous experimentation with narrative 
techniques acquires an almost meta-textual dimension in this last phase (Molas, 1988, p. 95). 
Examples of this practice can be seen in Espais de fecunditat irregular (1973), Text/Càncer (1974), 
and Sòlids en suspensió (1975). It is also during these final years that Pedrolo produces his last 
cycle, Els apòcrifs (1978-1983), a tetralogy presenting a similar kaleidoscopic vision of reality to 
that found in his cycle Temps obert. In this case, however, the action is viewed through the eyes of 
the four different individual characters, whose names give title to each of the works. Furthermore, 
Pedrolo’s cultivation of the science-fiction genre will leave us with Mecanoscrit del segon origen 
(1973), a post-apocalyptic novel that achieved widespread popularity almost instantly. Teenage 
readers were particularly keen on this prescribed reading in Catalan schools after the 1980s, which 
still ‘constitutes the most unique editorial case in the long history of Catalan books’ (Vallverdú 
2009, 5). Other examples of this genre are Aquesta matinada i potser per sempre (1976) and 
Successimultani (1979). It is also a period in which he writes the biblical exegesis Múltiples noticies 
de l'Edén (1990), a work that draws on Pedrolo's interest in religion, along with Apòcrifs (1982-
1985), No hi fa res si el comte-duc no va caure del cavall, a Tàrrega (1984) and Patologies 
diversament obscures (1981). 
Although Pedrolo's intellectual engagement with Catalan politics was continuous throughout his 
career – his highly politicized articles from 1962 to 1972 had been collected in the volumes Els 
elefants són contagiosos (1974) – these final years see an increasing presence in Catalan 
 
 
 
 31 
newspapers such as Diario de Barcelona and Avui. Often denouncing the socio-political situation in 
Catalonia, his open support for his nation's independence is reiterated in these articles, later 
collected in the volumes Cròniques d’una ocupació (1989). 
The fragmentation of Pedrolo’s works due to the difficulties in publishing was more evident during 
the first half of his career. In the twenty-three years from his first written book in 1949, the author 
writes an approximate total of eighty works, only thirty of which were published within this same 
period. The pattern in the remaining nineteen remaining years, from 1972 until his death in 1990, is 
almost an inverse mirror of this image: he writes 30 works and has 80 published. 
 
Pedrolo and the ‘Limits’ of the Catalan Literary Space 
As has been seen in the overview of critical approaches, Pedrolo was very interested in bringing 
ideas and models from foreign authors to the Catalan language, not only through translations but 
also through incorporation into his own writing style. Jordi Coca identifies a clear resemblance with 
Sartre in his early works (Coca 1973 13). Molas will add that Pedrolo’s realism ‘is also modified by 
the explicit assumption and systematic application (at times too mechanically) of the great technical 
novelistic contributions of the twentieth century, from Joyce and the American novel to the nouveau 
roman’ (Molas 1988 88). Tasis mentions the influence of Kafka (Tasis 1954, 223), while Jaume 
Vidal Alcover identifies Joyce in Les finestres s’obren de nit and Faulkner in the combative Totes 
les bèsties de càrrega (Vidal 1992, 164). Pedrolo’s attempt to reappropriate these foreign narrative 
models lies in his belief that they were lacking in Catalan literature and were key to its evolution 
and revival. He considers this absence ‘un problema que en aquest país no sols no ha estat debatut, 
sinó que sembla no existir. Ací ens hem entossudit en fer un tipus de novel·la “normal”, tant pel 
fons com per la forma, per què?’ (Lluch 2002, 17). 
Pedrolo and other writers of his generation argued that the Catalan literary language should evolve 
in accordance with the times and in accordance with the needs of the new Catalan literature to come. 
This opposition to the regulation and ‘glorification’ of a Catalan standard documented by Jordi 
Cornellà-Detrell (2011) would also affect Pedrolo’s status in the Catalan literary canon. As 
Cornellà-Detrell comments, writers like Pedrolo ‘did not accept linguistic supervision and 
undertook research to create an expressive medium more suitable to their needs, yet by doing so it 
was felt by some that they were compromising the opposition to Franco's dictatorship’ (Cornellà-
Detrell 2011 28). It is clear then that the position of a writer within the Catalan literary canon was a 
highly politicized matter, not only during the dictatorship but also after Franco’s death. This was 
perhaps the major factor contributing to the later dismissal of Pedrolo’s works, a matter that 
 
 
 
 32 
Bennasar treats in his book Manuel de Pedrolo. Manual de supervivència (2018). As discussed 
earlier, Bennasar draws attention to the irony that both Jordi Pujol – President of the Generalitat 
from 1980 to 2003 – and Josep Maria Castellet – Director of publishing group Edicions 62 – praise 
Pedrolo’s work on the occasion of his death in 1990, when they had, according to the critic, been 
responsible in part for the previous dismissal of Pedrolo’s works: 
Pedrolo molestava per ser políticament un independentista d’esquerres, però en Pujol el 
considera un patriota nacionalista. Pedrolo molestava per una obra singular, moderna, única, 
en la qual s’acarnissa la censura per un costat i el mandarinatge cultural per l’altre, i un dels 
responsables de l’endarreriment de la publicació d’alguna de les seves obres en destaca el 
caràcter afable i, ara sí, quan l’autor ja ha caigut en l’ostracisme i quan la publicació 
continuada dels llibres permet una lectura completa, en reconeix el valor. (2018, 19) 
 
With the arrival of democracy, Pedrolo had openly criticised what he believed to be institutional 
conformity. Fully committed to the Catalan nationalist cause and Marxist ideals, he believed that 
Catalonia lived in a state of colonization by the Spanish government, even after the Dictatorship. As 
mentioned above, the period between 1975 and his death in 1990 is, in fact, one of the most 
politically active moments of his career. Pedrolo refuses to betray his principles or tone down his 
polemical approach to denouncing the problems within Catalan society: 
Pedrolo parteix de la convicció que escriu per modificar alguna cosa i, doncs, per als 
altres més que no pas per a ell mateix: escriure és un acte de servei que implica un 
compromís amb la llengua i amb la cultura pròpies que l'escriptor no pot defugir. Per 
això, pren una actitud ferma, irreductible, de servei al seu país i de fidelitat total a la 
seva llengua, sense concessions de cap mena. (Molas 1988, 84). 
 
Pedrolo’s oeuvre, described a few paragraphs above by Bennasar as ‘singular, moderna, única’ 
(2018, 19), is praised by critics such as Jordi Coca as a body of work that invigorated Catalan 
literature, a lifetime project that, for him, becomes ‘útil, m’atreviria a dir, per quant ha dotat la 
literatura catalana d’una flexibilitat tècnica que fins arribar ell era molt més tímida’ (Coca 1973, 19). 
One of the recurrent ideas highlighted by critics such as Jordi Coca, Jordi Arbonés, Joaquim Molas, 
or more recently Sebastià Bennasar – who have tried to identify common traits in Pedrolo’s oeuvre 
– is that the author’s conception of his own oeuvre as a lifetime project in service to his country and 
his literature rather than as individual pieces of work, needs to be approached in the same terms: as 
a whole entity that, though heterogeneous in its form, stems from the author’s commitment to 
(re)construct a post-war Catalan literary space facing what Josep-Anton Fernàndez defines as ‘one 
of the most important challenges of Catalan culture after Franco’s dictatorship: constituting itself as 
an industry and a highly productive market so as to guarantee its own survival, and at the same time 
maintaining the prestige of high culture written in Catalan language’ (2008, 173). The 
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conceptualisation of Pedrolo’s corpus as a projecte total, which the writer used to fill what he 
believed to be gaps in the Catalan literary space of the twentieth century, is not only central to the 
understanding of his works, but also calls for a methodology that successfully navigates across and 
contextualises this vast and heterogeneous oeuvre, directly connecting in with the Catalan twentieth 
century landscape.   
It is precisely this idea of totality that benefits from an approach that includes a distant reading 
component; a research model that draws on the type of spatial contextualisation performed by 
Franco Moretti in his Atlas of the European novel, 1800-1900 (1999),13 but further enhanced by the 
use of GIS technologies. As will be further explained in the following section, even if Moretti 
follows a more wide-reaching approach in his analysis of the canonical European novel of the 
nineteenth century, thus having a bigger dataset for his analysis, I believe that a similar path can be 
useful to look at Pedrolo’s selected corpus. Focusing on geographical references in the text as a 
starting point for contextualisation allows us to identify the instances in which these references are 
used as a skilful tactic to code messages in order to avoid censorship. As we will later observe in 
the chapter dedicated to crime fiction, and in the particular case of Es vessa una sang fàcil, Pedrolo 
sometimes chooses to avoid open mention of temporal references in his text – particularly when 
dates indicate clear events marking a collision between the Spanish Regime and the Catalan nation 
– and uses narrative games to avoid censorship yet connect with an informed reader.14  
The form of digitally-enhanced analysys I have employed looks at instances in which spaces are 
inserted in the text by a writer who, while being fully aware of their historical significance and their 
importance to the (re)construction task his lifelong project entails, is also concerned with the impact 
of censorship. Thus, his spatial representations do not come accompanied by a clear reference to 
their importance in the Catalan imaginary, which would have difficulty in passing the censor, but as 
subtly coded messages that need to be deciphered through careful contextualisation. What is more, 
when this (re)construction is looked at in spatial terms, we can see Pedrolo’s project as a map-
making exercise in which he repeteadly re-drafts the power relationships that the regime imposed 
on twentieth-century Catalonia: 
maps are not alien to relations of power but provide these with a specific and legible form. 
From the Renaissance, maps have made possible the division of territories, the annexion of 
countries without having to consider the emotional, social political and cultural impact of 
these processes of redistribution and dislocation. (Harley 2001, 25) 
 
 
13 In this work, Moretti maps the locations of a number of canonical nineteenth-century European novels in order to 
highlight the relationship between literature and geography. 
14 In this particular novel, Pedrolo includes a newspaper front page within his pages; the international events outlined. 
in the newspaper headlines (not a single one talks about Catalonia or Spain) can easily be dated by the reader. 
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The following section will elaborate on how the blended methodology I employ to map Manuel de 
Pedrolo’s work draws from both traditional spatial theories and extant research in the Digital 
Humanities, particularly the use of GIS to enhance Literary Studies, and incorporates a new text-
mining tool, Benaura.py, specially designed for this project. 
 
Traditional and Digital Mapping of a Catalan Corpus 
To be lifted to the summit of the World Trade Centre is to be lifted out of the city’s grasp. 
One’s body is no longer clasped by the streets that turn and return it according to an 
anonymous law; nor is it possessed, whether as player or played, by the rumble of so many 
differences and by the nervousness of new York traffic. When one goes up there, he leaves 
behind the mass that carries off and mixes up in itself any identity of authors or spectators. 
An Icarus flying above these waters, he can ignore the devices of Daedalus in mobile and 
endless labyrinths far below. His elevation transfigures him into a voyeur. It puts him at a 
distance. It transforms the bewitching world by which one was ‘possessed’ into a text that 
lies before one’s eyes. It allows one to read it, to be a solar Eye, looking down like a god. 
The exaltation of a scopic and gnostic drive: the fiction of knowledge is related to this lust to 
be a viewpoint and nothing more. (Certeau 1984, 92) 
 
This fragment in Michel de Certeau’s The Practice of Everyday Life capturing the tensions between 
close and distant reading through a thoughtful use of both mythology and personal experience, 
encapsulates the essence of the hybrid mapping methodology employed in this thesis. On the one 
hand, we read about Certeau’s privileged position at the summit of what once was one of the tallest 
buildings in the world, from which the city is transformed ‘into a text that lies before one’s eyes’ 
and ‘allows one to read it’ (ibid). This view might be seen as analogous to the distant reading 
approaches in literary geography, perhaps best represented by Moretti’s Atlas of the European novel, 
1800-1900 (1999).15 On the other hand, when Certeau talks about experiencing the city from within, 
entangled in ‘streets that turn and return it according to an anonymous law’ (1984, 92) and defines 
it as a ‘mass that carries off and mixes up in itself any identity of authors or spectators’ (ibid), or 
when he highlighs its labyrinthine nature, he ultimately does so to emphasise the complexities of 
the city seen from this other perspective. As he is no longer at the privileged summit of a skyscraper, 
he as a reader/viewer is confronted with the individuality and heterogeneity of urban spaces and its 
inhabitants, a multiplicity of identities creating, enacting, transforming and belonging to such 
spaces. If Certeau’s view from the summit of WTC could find a methodological counterpart in the 
distant reading Moretti advocated for in his 1999 book, this other view of the city from ground level 
 
15 In this work, Moretti maps the locations of a number of canonical 19th Century European novels in order to 
highlight the relationship between literature and geography. 
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requires a completely different approach: a nuanced reading that is able to capture and reflect on 
every particularity of the city and its interaction. The way in which this type of approach functions 
in my thesis is through the incorporation of close readings of Manuel de Pedrolo’s texts, the 
contextualisation of his depictions of Catalan landscapes, and the engagement with traditional 
spatial theories formulated by Marc Augé, Mikhail Bakhtin, Michel de Certeau, Michel Foucault, 
Andreas Huyssen, Henri Lefebvre, and Yi-Fu Tuan among others. The specific deployment of each 
different theory for each particular literary work/space will be outlined later in this section. 
But before going into further detail about my blended approach, I would like to draw on Certeau’s 
use of mythology one last time – in particular his mention of a ‘solar Eye’ and the figure of Icarus – 
in order to defend the use of a Geographic Information System (GIS) as a distant reading tool 
within my methodology. However well-located Certeau is on the summit of WTC, and no matter 
how detailed and contextualised the maps Moretti produced for his atlas are, they are still bound to 
have some limitations. The view from Certeau’s location on top of the World Trade Center is, 
though privileged, perceived from one single static point of view. In the same way, the map in each 
of Moretti’s figures can only represent one single framed view at a time. Icarus’s view from the sky, 
however, with the absolute freedom of movement his wings provide, promises the best possible 
perspective. So does GIS, allowing dynamic, customisable and multi-layered views of data 
represented on a given geographical area. Thus, the incorporation of GIS in Literary Studies, 
‘driven both by a growing interest in the study of space, place and landscape, and by the refinement 
of the application of quantitative methods and computational approaches in literary research’ 
(Murrieta-Flores, Donaldson, Gregory 2017) allows the researcher to produce infinite visualisations 
of data extracted from literary works in a way that static maps fail to do so. While there are many 
examples of this approach (Pickles 1995), (Jockers 2013), (Tally 2013), scholars in the humanities 
have for years been reluctant to use these tools initially conceived to be used in the Sciences. As 
Martyn Jessop argues, a ‘fundamental problem of GIS from the viewpoint of a Humanities scholar 
is that it evolved from a scientific background’ (Jessop 2005 83), its utility in the field of Literary 
Studies not being as intuitive as it would be for fields such as Geography or Sociology, which rely 
more on the processing of spatial data to produce research than other fields in the Humanities. 
Another issue is the belief that a digital tool is only worth using for research purposes if its full 
capability and scope is employed for the research task at hand. However, as Jessop argues: 
[e]ven simple maps can yield valuable insights and […] many of the perceived barriers to 
the more extensive use of spatial data in the humanities are due to misconceptions or 
inexperience. There is a common misconception that if a project uses maps it has to use the 
full functionality of a GIS. (2005, 87) 
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It is the decision of the researcher to measure the extent to which a tool such as GIS is useful to 
answer a determinate research question, and that is in fact one of the main issues discussed within 
the field of Digital Humanities itself (Gold 2012, 2016, 2019). The application of GIS in Literary 
Studies is a particularly good example of this struggle within the field, as often the visual impact of 
these representations and the impulse to value data quantity over quality of analysis defeats the 
purpose of the tool itself. After all, one must remember that a successful Icarian flight avoids 
getting too close to the sun so the wax in the wings does not melt (a GIS map so zoomed out that 
interpretation of data is impossible) but also getting too close to the sea so the feathers in the wings 
do not clog (a GIS map so zoomed in that very little data is represented). Avoiding these two 
extremes and putting GIS at the service of and in connection to close readings of the text – 
‘statistics still have a role to play but interpretive skills are the scholar’s primary tools’ (Jessop 2005 
83) – aligns with Certeau’s distinction between a scopic and gnostic drive, in which the former 
perspective totalises and distances the spatial object of study, constructing an illusory, unified view 
of such spaces, while the latter seeks out hidden avenues of knowledge and intersections of 
individual stories, myths, and memories assigned to such spaces. Allison Muri defends the same 
hybrid approach when she points out that ‘digital collections are not only datasets to be mined for 
quantitative analysis and display, but also demand traditional close readings of the texts that 
digitization has made accessible in abundance’ (Muri 2016). Thus, the ‘Icarian fall’ Certeau 
describes as a ‘fall back into the dark space where crowds move back and forth, crowds that, though 
visible from on high, are themselves unable to see down below’ (1988, 92), must not be seen in 
negative terms, as a sudden loss of the privileged perspective of a ‘solar Eye’, but instead as a 
necessary step in any blended methodology attempting to connect and make the most of distant and 
close readings of literary spaces. 
 
A Close Reading of Manuel de Pedrolo’s Spaces 
In order to perform an in-depth spatial reading of Manuel de Pedrolo’s treatment of space in the 
selected corpus I analyse in this thesis, I have drawn on a set of theories that respond to the 
complexities of contextualising Pedrolo’s heterogeneous representations of twentieth-century 
Catalan landscapes. In this short section I will outline the main theories I deployed in my analysis 
and defend their suitability for each specific chapter/text. 
Beyond Certeau’s text opening the previous section, functioning as a metaphor of close and distant 
readings of space, this thesis draws from his take on ‘walking as an act of enunciation’ as outlined 
in his chapter ‘Walking in the city’ from his 1984 The Practice of Everyday Life. Engaging with his 
idea of the wayfarer being able to utilise ‘[t]he long poem of walking [that] manipulates spatial 
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organizations, no matter how panoptic they may be’ (1984, 101), his text is particularly valuable to 
analyse the way in which Pedrolo’s short story ‘El principi de tot’ depicts walking in the city as the 
ultimate act of peaceful subversion, an act that this thesis compares to the peaceful demonstrations 
in Catalonia during the national Catalan in the past years. 
I also employ Henri Lefebvre’s idea of fetishised spaces in his 1974 The Production of Space to 
describe my mapping of Pedrolo’s texts as an excercise of defetishisation; if Lefebvre understands 
fetishised spaces as those that, through an involuntary process brought by familiarity, are deemed 
meaningless and devoided of any depth/layering by the user, this thesis will argue that the spaces 
Pedrolo depicts in his texts need to be considered as multi-layered meaningful entities, carrying 
notions of memory, identity and trauma within them. In a similar way, geographer Yi-Fu Tuan’s 
1977 work Space and Place: The Perspective of Experience offers a theoretical framework to better 
understand how humans perceive and make sense of the spaces they inhabit, as well as providing a 
section describing the maze as a space that becomes a place (1977, 72), which aids my reading of 
Pedrolo’s early short fiction. Michel de Foucault writings on architectural control and in particular 
his exploration of Bentham’s panopticon in his 1975 Discipline and Punish resonate with the 
dystopian spaces Manuel de Pedrolo constructs in his Sci-Fi and fantasy narratives. In addition to 
this, these spaces can often be read as allegorical representations of Catalonia under Franco’s 
regime, and in particular cases such as the short story ‘Transformació de la ciutat’, Pedrolo’s 
characters attempt at subverting the established architectural order. Drawing on the concept of 
heterotopia, formulated by Foucault in his 1967 lecture ‘Des Espace Autres’ will also become 
useful to analyse the way in which subversive characters in Pedrolo are often confined to what 
Foucault defines as heterotopias of deviation. When it comes to French anthropologist Marc Augè’s 
work, rather than using his well-known concept of a non-place, formulated in his 2009 Non-places: 
An Introduction to Supermodernity, I employ his idea of birthplaces becoming a résidence forcée, 
in order to bring some light to Pedrolo’s problematic relationship with his hometown Tàrrega. 
Andreas Huyssen’s notion of the urban palimpsest, as developed in his 2003 Present Pasts: Urban 
Palimpsests and the Politics of Memory is employed in this thesis to explore the ways in which 
different layers of text, history, memory and experience permeate the spaces represented in 
Pedrolo’s corpus. This notion of continuously re-writing over the same spaces and transforming 
them into multi-layered canvas resonates not only with the mapping process involved in this thesis 
and the possibility to capture and visualise this layering through GIS, but also with the way in 
which Manuel de Pedrolo’s literary project (re)writes Catalan landscapes, the ultimate example of 
this being the kaleidoscopic cycle Temps obert. 
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While further clarification on the above theories is provided as they are deployed in each chapter to 
perform close reading of texts, the distant reading component of my methodology will be explained 
in the two final sections in this chapter: the first one provides a brief contextualisation of previous 
work towards ensuring the digital visibility of Pedrolo’s oeuvre, while the second offers a 
comprehensive explanation of how the text-mining script Benaura.py works, together with a short 
note on the visualisation tools employed in my research. 
 
Mapping Pedrolo through Digital Technologies 
From the very early stages of my research, I experimented with different ways of giving visibility to 
Manuel de Pedrolo’s oeuvre in its entirety through the use of digital enhanced techniques. With the 
experience of previous curated projects such as the multilingual digital creative project Temps obert 
11.1 (2015),16 which to date has received over 300.000 visits, and the creation of a Wikipedia 
page17 (in Catalan, English and Spanish) outlining the entire corpus of Pedrolo, I became aware of 
the online interest for this Catalan writer, even before the centenary of his birth. Perhaps the first 
digital project that had the visual component I was hoping to achieve was the Tumblr account 
‘Pedrolo Project’,18 which offers visual posts of almost the entirety of Pedrolo’s oeuvre, together 
with comments or news about reeditions of this oeuvre, among other contents. This visual approach 
was inspiring in the process of creating a digital spider-diagram showing the entire oeuvre of 
Manuel de Pedrolo,19 an HTML visualisation I created adapting an existing diagram created by Jim 
Daly. While the best way of visualising this diagram is online (see footnote 19), Figure 2 below 
shows some screenshots of this visualisation. As it can be observed in the top left section of the 
illustration, different nodes connect each works with its genre, and there is a distinction between 
Pedrolo’s own works and his translations from other authors such as William Faulkner and John 
Dos Passos, who feature in the top right section of the picture. A panoramic view of Pedrolo’s 
oeuvre can be seen in the lower section of the picture, showing his enormous production.  
 
16 A full description of this project can be found on its website: http://tempsobert.pnfdorado.com/wp/. 
17 The article ‘Obra completa de Manuel de Pedrolo’ can be accessed through this link: 
https://ca.wikipedia.org/wiki/Obra_completa_de_Manuel_de_Pedrolo. 
18 The ‘Pedrolo Project’ website – curated by twitter user @sarok – can be found in this link: 
http://pedroloproject.tumblr.com/. 
19 The full interactive diagram can be accessed here: http://pnfdorado.com/index2.html. 
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Figure 2. Screenshots taken from spider diagram of Pedrolo’s oeuvre. 
 
The initial idea of performing an exhaustive mapping of literary works was put in practice using 
very different techniques. Firstly, a crowdsourcing initiative called Pedrolo Digital was launched at 
the beginning of my research project, involving schools in which Catalan is taught across different 
European cities. The project did not only involve putting my research in direct conversation with 
the Catalan language-speaking and learning community, but also began giving visibility to the 
figure of Pedrolo and highlighted the possibilities of approaching this author through the use of 
digital technologies. 
A pilot of this initiative was tested in the Col·legi San Pedro in Gavà, Barcelona, in 2015. During 
2016 the initiative was joined by many participants from educational centres in the metropolitan 
area of Barcelona, as well as some others in Terrassa, and two Institut Ramon Llull associated 
centres in Zagreb and Mexico. Moreover, thanks to my institution having a long-time collaboration 
with the Institut Ramon Llull – in the shape of a Catalan lector position and a direct link with Xarxa 
Llull – I could use this initiative during lectures to organise research-led teaching sessions in which 
I helped non-Catalan learners of the language to explore some of Pedrolo’s novels from a spatial 
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point of view, thus adding a collaborative and community-based dimension to the project. This 
initial phase allowed me to discover aspects of the spatial distribution in Pedrolo’s corpus that 
helped to discard the genres of Drama and Poetry as the data obtained was too abstract or had little 
significance to the Catalan landscape. Besides, the work needed to check the accuracy of the 
analysis done by students was on some occasions more time-consuming than a manual individual 
attempt on my part would have been.  
A second attempt to compile the geolocation data of specific places in the selected works was made 
using the tool TopoText, an open-source interactive script specially designed for digital mapping of 
literary texts, created by a team of digital humanists at University of Victoria and the American 
University of Beirut, ably lead by Randa El Khatib. In the 2016 paper they published an 
introduction to this tool – which not only automatically extracts all given place names from a given 
text, but also geoparses20 them and displays them on an interactive map (189) – El Khatib described 
the possibilities of the tool output in a way that resonated with the intended aims of my project:  
Spatial humanities researchers have long been utilizing digital mapping techniques in digital 
humanities. These visualizations are of interest because they uncover the internal spatial 
construction of works and often evoke arguments through patterns that may have otherwise 
eluded the reader through traditional close reading techniques. (2016 189) 
  
However, the tool proved to be more useful for an English-language corpus rather than a Catalan 
one, as Catalan words that happened to be homonyms of English language toponyms were 
identified by TopoText as locations around the globe. For these reasons, and in order to produce a 
more controlled environment in which to draw a more accurate picture of Pedrolo’s corpus in 
relation to the landscapes involved in this thesis, it became necessary to devise a unique script 
specifically designed for this project. In close collaboration with Dr James O’Sullivan – digital 
humanist and lecturer at the Digital Arts and Humanities Department in University College Cork – 
Benaura.py was created, a script allowing the extraction from a given Catalan text of toponyms 
referring to names of streets, squares, areas, neighbourhoods, cities, towns, etc., which had been 
previously compiled in a customisable database. The creation of this database involved a different 
set of operations; from a shapefile21 of the Iberian Pensinsula downloaded from openstreetmap22 
data providers Geofabrik, I was able to select the data corresponding to the Catalan territory using 
 
20 Geoparsing is the process of converting free-text descriptions of places (such as ‘Springfield’) into unambiguous 
geographic identifiers (such as lat-lon coordinates). A geoparser is a tool that helps in this process. 
21 For a full definition and history of the shapefile format, please refer to the article Understanding Topology  
and Shapefiles by David M. Theobald, Colorado State University. 
22 OpenStreetMap is an initiative to create and provide free geographic data, such as street maps, to anyone. The 
OpenStreetMap Foundation is an international not-for-profit organization supporting, but not controlling, the 
OpenStreetMap Project. It is dedicated to encouraging the growth, development and distribution of free geospatial 
data and to providing geospatial data for anyone to use and share (OpenStreetMap Foundation website). 
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the GIS open source software QGIS. Once selected, a comma separated value (CSV) file with 
columns indicating ID, name, alternative name, latitude and longitude of each location was 
generated. This database was cleaned and filtered several times, discarding locations that were not 
relevant to my analysis, such as businesses, locations or buildings that did not exist in the twentieth 
century, and adding locations that only an informed reader of Pedrolo’s works would know the 
location of – such as Benaura and Riudelles, fictional names that share the coordinates of the 
Catalan city Tàrrega. 
 
Benaura.py: A Dedicated Text-Mining Script for the Geo-Spatial Digital Humanities in 
Catalan 
In this short section I will describe the rationale behind the creation of the script Benaura.py, its 
capabilities, functioning, and scope, together with plans for future updates. 
Benaura.py is a script designed with Python programming language that is able to perform a simple 
textmining task on texts, taking as a reference a fully customisable CSV database called 
‘placenames’ with the following columns: Column A. Placename ID, refers to the openstreetmap 
reference of the location; Column B. Placename1, refers to the name of the location in question, 
such as ‘Tàrrega’; Column C. Placename2, refers to the name of the location excluding special 
characters, such as ‘Tarrega’ if we follow the same example; Column D. Area, refers to codes of 
area specially designed for this project, such as ‘BCN’ (Barcelona), ‘CAT’ (Catalonia), ‘SP’, Spain, 
or ‘US’ (United States); Column E. Latitude, refers to the Latitude coordinate of the location in 
question and Column F. longitude, refers to the longitude coordinate of the location in question. See 
figure 3 for an example of this table. 
Figure 3. Detail of database placename.csv 
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Another file included in this script that is fully customisable is a .txt file named ‘stopwords’. Words 
in this list are automatically excluded from the textmining process, making the script work faster 
and more effectively. A list of Catalan function words – in addition to a number of terms that were 
continuously identified as place names when they were in fact Catalan function words – has been 
included in the list. 
When a piece of text is given to Benaura.py, the script produces an additional CSV file with 4 
columns: Column A. City, includes the name of the location as found in the text, for example 
‘Tàrrega’; Column B. Latitude, includes the Latitude coordinates of Tàrrega (as found in the CSV 
‘placenames’); Column C, includes the Longitude coordinates of Tàrrega (as found in the CSV 
‘placenames’) and Column D, which shows the frequency in which the word appears in the text, in 
numeric format. An example of the CSV generated out of inputting Mecanoscrit del segon origen 
can be seen in figure 4. 
Figure 4. Detail of output database mecanoscrit.csv 
 
This CSV file can be fed directly to GIS platforms such as Kepler.gl, used in this thesis to produce 
the visualisations included in this work. The frequency column becomes very useful as the controls 
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in Kepler allow us to modify the size of the location points in the map according to the value of that 
column. 
An issue encountered when using this script is the appearance of instances of Catalan words that 
could represent both the name of a street and a function word. Consider for instance the case of the 
two sentences found in the same text Unes mans plenes de sol (1966), the first being ‘quan els 
carrers tenen una fesomia desconeguda i la plaça de Catalunya és plena de criades que els esperen’ 
(Pedrolo 1972 138) and the second sentence being ‘afirma la seva regionalitat catalana i tant el seu 
règim matrimonial com la seva herència es regiran pel Dret Civil especial de Catalunya’ (Pedrolo 
1972 229). Even if the reader can clearly see the difference between each ‘Catalunya’ in these two 
sentences, there is no way that the script in its current form can make such a distinction. The same 
applies in numerous cases such as “Gràcia” within “Passeig de Gràcia”, “Gràcia” as the 
neighbourhood and “Gràcia” as one of the female characters in Temps obert. Despite these 
distinctions having to be made manually by the researcher in this case, there is scope for a future 
‘collocation option’ through which the script will be able to learn if these instances are real 
locations or not, through an added database that will learn from human-made decisions.  
Another of the upgrades planned in order to develop the prototype of Benaura.py into a future 
Benaura 1.0 is the choice of multiplicity of ‘placenames’ databases, so the user can choose to ask 
the script about the continent, country or area the textmining is going to refer to. For this thesis, 
different versions of the database ‘placenames’ have been created: one including Barcelona 
neighbourhoods and streets, another one including Catalan cities, counties and towns, another one 
including all Spanish cities and demonyms, and a last one including all US cities and states. In 
addition, this open-source script will be made available to other researchers through its publication 
in GitHub, an online software development platform that fosters open source-driven collaboration 
between digital humanities scholars and software developers among others.23 
Besides using Benaura.py and Kepler.gl for the creation of visualisations, another tool was 
employed for the specific novel Mecanoscrit del segon origen (1973). Due to the importance of 
travel in this novel, in which the characters travel across diferent Catalan territories first, and 
throughout Europe later (this will be explained in detail in chapter 2) one of the first visualisations 
of the geographical data extracted from this novel was created by the digital platform StoryMapsJS, 
which allows the user to create a storybased map, fully navigable and displaying text and images 
alongside the locations in the map.24 
 
23 The script Benaura.py and subsequent versions will be published and maintained on this website: 
https://github.com/pnfdorado. 
24  A link to this visualisation can be found via the following link: 
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While there are extant mapping projects locating excerpts of works written by Catalan authors in 
the Catalan landscape, such as the ‘Mapa literari Català’ created by Espais escrits,25 they offer a 
very panoramic view of Catalan writers’ descriptions of Catalan landscapes, and in the particular 
case of Pedrolo, the representation is minimal. 26 Similar projects have also succeeded in showing 
the different layers of history laid upon Barcelona, such as the platform Història de Barcelona, 
which uses GIS technologies to superimpose different maps of Barcelona from various periods 
(1714, 1806, 1855, 1891,1920, 1935, 1943, 1962) with a current city map, providing geo-located 
historical photography and brief articles to contextualise spatial references in the city. My approach 
to the mapping of Pedrolo’s oeuvre in this thesis differs to extant projects not only because of the 
exhaustive mapping of the selected literary works – every spatial reference whose coordinates could 
be identified is included in the databases – but also because it goes beyond visual representation 
when analysising these spatial references in connection with their socio-political and historical 
context.  
 
 
                                                                                                                                                            
 https://uploads.knightlab.com/storymapjs/4411e419216332dfb95f3c9a1a948f0e/mecanoscrit-del-segon-
origen/index.html. 
25 Espais Escrits. Xarxa del Patrimoni Literari Català, is a Catalan association that works on promoting readership of 
Catalan literature and acts as a network between different Catalan heritage centres. More information can be found 
on the association’s website: https://www.espaisescrits.cat/  
26  The map created by Espais Escrits shows two locations listed under Manuel de Pedrolo: ‘La diagonal’ and ‘Plaça 
de Catalunya’ from fragments of the poetry collection Visat de trànsit (1952–1954).  
 
 
 
 45 
Chapter 2. Mapping Utopia and Distopia: Manuel de Pedrolo’s Sci-Fi 
and Fantasy Works and the Projections of an Intellectuel Engagé 
 
This chapter sets out to map the Sci-Fi and fantasy corpus of Manuel de Pedrolo and its relationship 
to the twentieth-century Catalan space. A selection of novels and short stories by the author has 
been made in order to map the evolution of the writer’s depictions of space over the period between 
1947 and 1976, paying special attention to those texts in which spaces acquire a central position in 
the plot, whether because of the ways in which the characters engage with, transform and transgress 
spatial configurations, or the ways in which spaces are (re)constructed, deformed or destroyed in 
some of Pedrolo’s narratives. Beginning with a review of secondary literature on Pedrolo’s Sci-Fi 
output, the chapter combines close and distant readings of selected works, in order to examine their 
treatment of space. Given that the digital mining of Pedrolo’s Sci-Fi works reveals a relative lack of 
references to actual Catalan geographical spaces, particularly in some of his early short fiction, I 
have resorted in this chapter to focusing more closely on the potential of allegorical readings – 
tracing these beyond the more famous novels of the 1970s to include his early short fiction. Within 
these works, often characterised by dystopian or heterotopian spaces, it is also useful to apply 
spatial theories, such as those of Foucault, to unfold the significance of Pedrolo’s manipulation of 
the limits between fiction and reality. 
While the corpus detailed by Munné-Jordà (2006) lists a total of twelve Sci-Fi novels and nine short 
story collections that include stories representative of this genre, my analysis is going to focus on 
the following texts. The early short stories I will be looking at are ‘Transformació de la ciutat’ 
(1947), in which main character Artur Deform – an individual confined inside a mental institution 
with the power to modify urban structure by drawing any desired change on a paper map – uses his 
ability to re-configure the urban space of Barcelona during a quick nocturnal escape from the 
psychiatric ward; ‘Diners’ (1951), which tells the story of a city gradually being taken over by 
banks until there is no other building left; ‘Procés interior’ (1955), in which the main character 
Paulo – to his wife and daughter’s surprise – suddenly loses his sense of orientation; ‘Orientacions’ 
(1953-54), in which Pedrolo describes a never-ending and confusing route through the city, and in 
which public transport seems to be adding to the confusion rather than helping the character reach 
his destination; ‘Dèdal’ (1953-54), which explores the motto of the labyrinth and sees a character 
gradually get lost in an endless maze; ‘La mina’ (1953-54), which describes how a mining industry 
takes over a region in such an extreme way that its inhabitants end up living underground to 
continue the exploitation of the earth until they eventually run out of actual earth to work. 
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The novels that this chapter analyses are Introducció a l’ombra (1956), which explores the main 
character’s accidental crossing into a different dimension – materialised in the shape of a 
claustrophobic inescapable white room – and his existential thoughts as he weighs up his entire life; 
the iconic Mecanoscrit del segon origen (1973), a post-apocalyptic tale of two teenagers – the only 
survivors on earth after an alien attack – and their endeavours to search for survivors around 
Catalonia and the Mediterranean coast, and their eventual attempt at repopulating Earth; and 
Aquesta matinada i potser per sempre (1976), revolving around alien individual contacts with Earth, 
the attempts at learning from him and his civilisation by a Catalan scientific foundation, and the 
time-travelling endeavour of female character Galba, who chases the alien across dimensions and 
eventually begins a cross-species relationship with him. Before performing my reading, however, I 
will dedicate the next section of this chapter to examining the reception of Pedrolo’s Sci-Fi and 
fantasy oeuvre and outlining some of the previous readings of his science-fiction and fantasy works 
performed by his critics. 
 
Reception and Previous Readings of Pedrolo’s Sci-Fy and Fantasy works 
With the exception of the short story collection Trajecte final (1975), which saw its fourth edition in 
2014, many other works by Pedrolo in this genre have received less recognition from critics and 
readers in the early twenty-first century and had to wait until the centenary of his birth in 2018 for a 
reedition. Such is the case of Introducció a l'ombra (1956), which has come out in a new edition by 
Pagès (2016); the short story ‘El principi de tot’ (1957), adapted as a graphic novel by Edicions 
Comanegra in November 2017; Totes les bèsties de càrrega (1965), brought back by Edicions 62; 
or Procés de contradicció suficient (1975) and Crucifeminació (1981), republished by Orciny Press. 
However, other works that I will use for this analysis – mainly the short stories ‘Transformació de 
la ciutat’ (1947), ‘Diners’ (1951), ‘Procés interior’ (1955), ‘Orientacions’ (1953-54), ‘Dèdal’ (1953-
54), and ‘La mina’ (1953-54) – have not been re-published since their first date of publication. 
Besides the works mentioned above, I will also look at Aquesta matinada i potser per sempre 
(1976), whose last edition was prepared by Munné-Jordà himself for Pagès in 2000, within the Sci-
Fi collection he directs, ‘Ciència-ficció’. 
The critic who has produced more studies on Manuel de Pedrolo’s Sci-Fi is, without a doubt, the 
Catalan expert on this genre Antoni Munné-Jordà. In his 2006 outline of Pedrolo’s incursion to the 
genre, Munné-Jordà provides an exhaustive outline of the author’s Sci-Fi corpus, from his 
‘Transformació de la ciutat’ in 1947 to Múltiples notícies de l’Edèn in 1984. While efforts have 
been made by critics such as Munné-Jordà and Moreno Bedmar to delimit the extent to which 
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Manuel de Pedrolo contributed to the Sci-Fi genre in the Catalan case, there has not yet been a 
study that systematically connects the worlds created by Pedrolo to the socio-political situation of 
twentieth-century Catalonia. However, some critical readings make reference to particular works 
that mirror Catalan landscapes. For instance, one of Pedrolo’s contemporaries, Maria Aurèlia 
Capmany, who calls Totes les besties de càrrega ‘una extraordinària racionalització de l’absurd’ 
(1967 59), describes it as ‘una saludable carta de navegar per a les tempestuoses circumstàncies que 
vivim’ (1967, 59), thus drawing a parallelism between the oppressive atmosphere recreated in the 
novel and life in 1960s’ Catalonia under the Franco dictatorship. Jaume Vidal Alcover, for his part, 
identifies traces of William Faulkner – an author translated by Manuel de Pedrolo27 – in this novel 
(1992, 164). 
As far as Mecanoscrit del segon origen is concerned, some readings have suggested a connection 
between the post-apocalyptic world created by Pedrolo and the hopes offered by the obvious decline 
of the Francoist dictatorship. J. M. Hernández Ripoll, for instance, closes a re-reading of the novel – 
some 20 years after reading it for the first time as a Catalan student – with the following description: 
L’epopeia d’un somni impossible vestit de tragèdia, el llegat d’un idealisme cru com un 
carpaccio que pot obrir-se fàcilment a les mentalitats més encuriosides de les noves 
generacions i que amb el pas del temps s’ha fet absolutament recomanable per a tots aquells 
que han oblidat que un dia també somiaven un món millor. (2001, 8) 
 
But the clearest reference to this novel in connection with the Catalan socio-cultural context of its 
time was captured in a conversation between Víctor Martínez-Gil and Munné-Jordà, in which the 
former indicates that ‘quan es va publicar el Mecanoscrit del segon origen, a les acaballes del règim 
franquista, també es van publicar en català algunes altres antiutopies: després d’anys 
d’immobilisme, els autors catalans veien que s’acostava l’inici d’un futur incert i canviant i hi feien 
les seves reflexions’ (2009 57). Though not specifically mentioned in the conversation, Martínez-
Gil and Munné-Jordà could have easily been referring to the 1974 dystopic novel Andrea Víctrix, 
by Llorenç Villalonga, or the 1970 Sci-Fi drama La nau, by Josep Maria Benet i Jornet, which 
Munné-Jordà describes as the first Sci-Fi play after the war, in his article Hi ha ciència-ficció 
catalana? (1999). Furthermore, although Anna Moreno Bedmar’s approach to the same novel 
focuses mainly on its educational value, alongside the short story collection Trajecte final, she also 
introduces an ecocritical perspective when she analyses the operation of a dichotomy between rural 
and urban spaces: 
 
27 Pedrolo translated the following works by William Faulkner into Catalan: Light in August (Llum d'agost, Edicions 
62, 1965), Intruder in the Dust (Intrús en la pols, Edicions 62, 1969) and Sanctuary (Santuari, Proa, 1970). He also 
wrote the prologue to Ramon Folch i Camarasa’s translation of As I Lay Dying (Mentre agonitzo, Proa, 1968) 
 
 
 
 48 
Es planteja la naturalesa destructiva dels homes i la puresa de la natura. Com veurem al llarg 
de la novel·la, la natura esdevé un espai de refugi, de regeneració (vida) i s’oposa als espais 
urbans (mort). (2016, 239) 
 
Moreno Bedmar insists on the continuing validity of this Catalan bestseller as one that can still 
appeal to twenty-first century readers of Young Adult fiction, and offers an updated 
contextualisation of the novel aided by its 2015 adaptation for the cinema, Segon origen, directed 
by Carles Porta and originally scripted by Spanish reknown director Bigas Luna. Her arguments are 
not far from the 1975 review of the novel by Peter Cocozzella, already mentioned in chapter one, in 
which he claims that Pedrolo’s novel addresses a new generation of Jules Verne readers (752). For 
her part, Mathilde Bensoussan (1988) links the novel to works such as Aldous Huxley’s Ape and 
Essence (1949), Robert Merle’s Malevil (1972), Daniel Defoe’s Robinson Crusoe and William 
Goldwin’s Lord of the Flies – the latter of which was translated into Catalan by Pedrolo in 1966.28 
Even if there are many obvious political readings of these works that could have been applied to 
their Catalan counterpart, Bensoussan does not opt for such a reading. Instead, she highlights the 
absence of religion in Alba and Dídac’s new world, noting that we ‘trobem invertit el mite d’Adam 
i Eva: aquí Eva neix abans d’Adam, l’arbre de la ciència és ella mateixa, en comptes de perdre 
l’Adam, ella el salva’ and reflects on how race is treated in the novel: ‘en el nou món imaginat per 
Pedrolo no hi haurà racisme’ (1988, 78). On a completely different note, Guillem Sánchez i Gómez 
denies Mecanoscrit del segon Origen the right to belong to the science-fiction tradition with the 
argument that Pedrolo ‘ataca la fibra sensible del lector, i ateny una narració hàbil, com de costum, 
en una novel·la que ni de lluny no es pot considerar de ciència-ficció, malgrat que se l'hagi 
presentat com a tal’ stating that, in 1986, ‘en català la ciència-ficció simplement no existeix. Encara’ 
(1986 24). A different opinion is shared by the editors and contributors to a special volume that was 
dedicated to Mecanoscrit del segon origen in the Sci-Fi academic journal Alambique in 2017 – to 
coincide with the centenary of Pedrolo’s birth.29 In this volume, Antoni Maestre-Brotons offers a 
reading of the novel in relation to the countercultural movement of the 1970s (2017); Pere Gallardo 
compares the novel with post-apocalyptic film Los últimos días (2013), reading both in relation to 
Catalan politics (2017); Anna Moreno Bedmar gives an overview of the novel’s reception in 
Catalan secondary schools (2017); Isabel Santaularia looks at the character of Alba as a YA heroine 
and refers to the absence of sexualised descriptions of Alba’s body in the novel (2017) – a claim 
that will be questioned later in this chapter – while Sara Martín Alegre describes the character of 
 
28 William Golding: El senyor de les mosques (1966) was published by Edicions 62. 
29 Part of the reflection on the novel included later in this chapter features in an article I published in this same volume: 
Nilsson-Fernàndez, Pedro. ‘Alba as Eternal Mother: Violent Spaces and the “Last Woman” in Manuel de Pedrolo’s 
“Mecanoscrit del segon origen”’, Alambique: Revista académica de ciencia ficción y fantasia / Jornal acadêmico 
de ficção científica e fantasía: Vol. 4: Iss. 2: 2017. Article 4. 
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Dídac as an example of new Catalan masculinity, at the same time proposing and defending 
Pedrolo’s feminist activism (2017). One of the few studies that has looked at the representation of 
the female body in Pedrolo’s Sci-Fi from a feminist perspective is Louise Johnson’s 1999 essay 
‘Some Thoughts on Pedrolo: Strangement, Mothers and Others’, in which she establishes a link 
between the representations of violence done to female bodies in works such as Totes les bèsties de 
càrrega (1965),30 Crucifeminació (1981) and La creació de la realitat, punt i seguit (1984), and the 
political repression exerted upon the Catalan nation. At the same time, she judges Pedrolo’s 
excesses in representing this gendered violence as ultimately unjustifiable even after the recognition 
of their allegorical function – an argument that I will extrapolate to some of the works by the author 
I analyse in this chapter – and defends how they ultimately undermine any perception of the author 
expressing a pro-feminist stance. 
When it comes to Pedrolo’s short stories, it is again Munné-Jordà who classifies tales such as ‘El 
bosc’ (1951), ‘Dèdal’ (1954) or ‘L’escala’ (1954) under Ursula K. Le Guin’s definition of 
psychomyth, a sub-genre of fantastic literature (2009, 58). Moreno Bedmar proposes that there may 
be a connection between Pedrolo’s recurrent treatment of the theme of death in his fantasy short 
stories and the ‘magical realism’ cultivated by writers such as the Mexican Juan Rulfo (2009, 45). 
In one of the first analyses of the work of Pedrolo which appeared in the magazine Pont Blau, as 
early as 1954, Rafael Tasis predicted that the many influences of the author – Aldous Huxley, Jean-
Paul Sartre, Albert Camus, Graham Greene, Thomas Mann and Franz Kafka among others – would 
give Pedrolo the tools to ‘aplicar diverses formes de narració i renovar així el marc bon xic estret de 
la novel·lística catalana’ (226). Later, Munné-Jordà was the first to note the relationship between 
the short story ‘Transformació de la ciutat’ (1947) and the real Barcelona of the late 1940s, through 
an argument with wich I will enter in dialogue later in this chapter. 
The primary means by which this chapter builds on and goes beyond previous readings of Pedrolo’s 
Sci-Fi is by mapping the spaces represented in these works as a starting point for my analysis. By 
looking at the treatment of space in some of his fantasy and Sci-Fi short stories, ‘planters d’idees 
seminals’ for his novels,31 and a main focus on the novels Introducció a l’ombra (1956), 
 
30 The opening scene of the novel Totes les bèsties de càrrega describes a surgical operation performed on the main 
character’s mother, involving the simultaneous removal of her reproductive organs, a heart’s ventricular bypass and 
brain surgery involving electrodes. The room in which all of this is performed is warm, dirty and overbooked by 
several individuals who are not even involved in the actual operation. Their unprofessional behaviour and obsession 
with paperwork – the doctors even sign forms while performing the surgery – turns the whole situation into a 
bizarre and Dantesque scene. 
31 With the self-explanatory title of ‘Els contes de Manuel de Pedrolo com a planter d’idees seminals’ (1990) this 
article by Jordi Arbonès claims that many of the ideas developed in Pedrolo’s narrative stem from those expounded 
in his short stories. P. Louise Johnson also identifies the story ‘La carnisseria del doctor Fedor Kovinkho’ as the 
precursor of the infamous opening scene in Totes les bèsties de càrrega (1999, 44), while Jordi Coca suggests that 
the concept behind the cycle Temps obert can be found in ‘El millor novelista del món’ (1973). 
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Mecanoscrit del segon origen (1974) and Aquesta matinada i potser per sempre (1976), this chapter 
will identify the different ways in which the representation of fictional spaces echoes the 
transformations undergone by twentieth-century Catalan geographical, cultural and socio-political 
space. The different ways in which Pedrolo represents central and peripheral spaces in his Sci-Fi 
and fantasy corpus will also be examined. 
 
The Intellectual Who Got Lost in Space 
To begin with, this section will examine earlier Sci-Fi short stories by Pedrolo that clearly represent 
urban space – sometimes even with a direct reference to the city of Barcelona – in which there 
appear to be the clearest references to the immediate socio-political conditions of twentieth-century 
Catalonia rather than the ‘existential’ circumstance Pedrolo also explores in his early texts. The 
analysis will look at what these stories reveal in terms of critique of authoritarian rule, rise of 
capitalism and repression in post-war years, as well as portrayals of resistant practice, occupation 
and redeployment of space. My readings of these stories are framed above all by the spatial theories 
of Michel Foucault and his ideas on architectural control, Yi-Fu Tuan and his thoughts on how 
people perceive and engage with space, Lefebvre’s fetishisation of space and the social 
anthropology of Michel de Certeau and Marc Augé. The argument for an allegorical reading 
following Fredric Jameson’s views on subaltern literatures will later inform my readings of 
Mecanoscrit del segon origen and Aquesta matinada i potser per sempre, which themselves emerge 
from attention to the literary geographies portrayed in these two novels. 
In his work Space and Place: The Perspective of Experience, renowned geographer Yi-Fu Tuan 
claims that ‘the human being, by his mere presence, imposes a schema on space. Most of the time 
he is not aware of it. He notes its absence when he is lost’ (1977 36). Manuel de Pedrolo’s ‘Procés 
interior’ (1955) begins with its main character, Paolo, being found sleeping under his own bed by 
his wife and daughter, a fact that Pedrolo uses to present us with a clear spacial anomaly. As the 
story continues we realise this anecdote is signalling a major problem, since we also see Paolo 
getting lost on his way to work and struggling to make it back home. It is only when Paolo sits at a 
chair in his kitchen – under the terrified gaze of his wife and daughter – and spreads a map on the 
table trying to make sense of the space around him, that we begin to understand where the problem 
lies: the character has completely lost his sense of orientation.  
As Tuan (1977) makes clear in his study, there is a distinction between spatial ability and spatial 
knowledge, the former referring to a nearly instinctive capacity – found also in other species besides 
human beings – to perform a range of basic to complex movements in relation to the space 
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surrounding the subject, and the latter describing a more advanced function involving a deeper 
acknowledgement of such space and directly related to the human competence to transform abstract 
spaces into recognisable ‘places’. Should we choose to disregard the fictional nature of this short 
story for a minute, we would find that Paolo’s behaviour does not quite conform to the way in 
which these two different cognitive functions would operate in a real life scenario; the character’s 
spatial ability seems to be in good shape, as he is able to move his limbs to walk and even perform 
the more complex action of opening the door to his house. The problem instead appears rooted in 
Paulo’s spatial knowledge, which allows him to operate well at a very local level (despite sleeping 
under his bed, he is able to sit on a chair and even manages to find a map somewhere in his 
bedroom) but fails catastrophically at a broader level, as he becomes disoriented the moment he 
abandons the familiarity of his home. Tuan tells us that ‘(s)patial ability is essential to livelihood, 
but spatial knowledge at the level of symbolic articulation in words and images is not’ (1977 74). In 
his fictional account, however, Pedrolo chooses to challenge Tuan’s claim by turning spatial 
knowledge into something not only essential to livelihood, but to existence itself. When Paolo’s last 
attempt at understanding the visual cues in the map fails, his loss is not only his ability to identify 
and articulate familiar places; his head detaches from his torso as he finally collapses to the floor –
in a way symbolic of the physical disaggregation caused by his spatial disorientation. He has 
literally lost his head. 
Read allegorically, what Manuel de Pedrolo ultimately tries to achieve with ‘Procés interior’ is to 
draw a parallel between the fictional character’s life experience and that of his own concept of the 
ideal intellectual. In the same way that Paolo ceases to exist due to his inability to make sense of his 
surroundings – Pedrolo, as we have seen in chapter 1 – believes that unless one is a committed 
intellectual, one is no intellectual at all; if driven by such lack of awareness of the space one 
occupies, one is not only lost, but may as well cease to exist. Spatial anxieties in Pedrolo’s works 
are therefore informed by the writer’s own anxieties and struggles in his career, as is shown by the 
number of different texts by the author in which characters struggle to find their way around 
landscapes.  
Another example of this struggle is the short story ‘Orientacions’ (1953-54), whose main character 
gets lost in the middle of a trip from one point to another of the city, heading to an important 
appointment. Due to the complexity of the public transport networks, the straightforward way the 
character had visualised in his mind turns into a labyrinth when he fails to connect from one bus 
route to the other. The character is trapped in an endless spiral of mistakes and misunderstandings 
that transform the trip into a continuous struggle. There may be criticism here of the complicated 
transport structures associated with a growing city – Pedrolo was known as a devoted wayfarer and 
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his contemporaries would spot him walking around Barcelona (particularly around the book market 
in Sant Antoni32 or the city cinemas) and in his hometown Tàrrega – but it can also have other 
readings, as the representations of characters trapped in labyrinths and mazes,33 spirals and other 
contained spaces is recurrent in his corpus. 
The short story ‘L’escala’ (1953-54), for instance, presents us with an infinite spiral stair in which 
different people climb at different paces, occasionally interacting with each other as they get close 
to one another. The climbing groups stretch and expand in an infinite repetition, as if they were 
trapped in the bellows of a constantly playing accordion. The communication among their members 
is reduced to simple questions such as ‘Hi falta gaire?’, followed by answers whose frequency 
varies depending on how stretched or expanded the ‘bellows’ of climbers are: ‘No ho sé’. The state 
of complete isolation in which the sometimes stranded characters are left suggests a parallelism 
with the situation of Catalan thinkers and intellectuals during the second half of the twentieth 
century, their culture so disaggregated that communication within it seemed at times impossible. As 
Arbonès puts it, ‘(l)a mal anomenada Guerra Civil produí, evidentment, una fractura en la columna 
vertebral de la vida catalana’ (15), leading to a pessimism expressed by writers at the time, as 
‘(n)aturalment, no es pot esperar massa d’una literatura mutilada en allò que li és imprescindible: 
els medis de difusió’ (Coca 1973 9). There is a constant, however, in Pedrolo’s stories, and that is 
the strong will of the tireless characters, who never stop trying, and continue fighting, no matter 
how limitless their path or hopeless their situation seems to be. 
Such is the case in another short story involving mazes, ‘Dèdal’ (1953-54), which tells the story of a 
man who enters a maze in an amusement park with his girlfriend. Their initial excitement after 
entering the attraction is later replaced with panic as the characters begin to realise they are 
completely lost in this fair attraction. Tuan argues that a ‘maze starts as space and becomes a place’ 
(1977, 72) provided that the person in the labyrinth is able to makes sense of the space within the 
maze, give a structure to it, transforming it into a place and eventually solving it. In this story, 
however, the reader learns that this is no ordinary maze; after the male character loses his girlfriend 
in the depths of the labyrinth, the story focuses entirely on how the male character elaborates a 
technique to escape. 
 
32 In 1970, Josep Maria Huertas Claveria describes one of Pedrolo’s assiduous visits to the Mercat de Sant Antoni: 
 ‘A Manuel de Pedrolo no es que los discos le apasionen demasiado, pero un día, por ejemplo, y por ese afán de 
revolver que es indispensable en los paseos por el mercado de Sant Antonio, se tropezó con unos textos de Sartre 
cantados por Juliette Greco. - Ací véns amb il·lusió i esperança, més al començament, és clar. Els que, com ara jo, 
venim tots els diumenges, correm el risc de no trobar ja cap novetat. Y se ha lanzado sobre un montón de Time que 
se anuncian a tres pesetas por unidad. Ha sacado la lista de revistas que le faltan y se ha puesto a buscar’ (El Correo 
Catalán, 22-XI-1970). 
33 I use the distinction between maze and labyrinth as outlined by Tim Ingold’s The Life of Lines (2015), in his chapter 
‘The Maze and the Labyrinth’.  
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In an attempt to defy the rules of the maze, the character decides to start breaking the walls 
following a straight line. In some ways, it is Pedrolo’s own struggle against apparently 
insurmountable walls too that we see here, not only that of his character: Pedrolo against censorship, 
against the difficulties of his times. After going through walls for a long time, the character finds a 
wall that has already been broken through previously, by himself. He soon realises that the labyrinth 
is so vast that a slight deviation to either left or right has made him draw a huge circle. He tries 
again to break a second hole to the right of the initial one, in a desperate attempt to correct his 
trajectory, but the same happens again. He finally realises that the only way of finding a way out is 
to break every possible wall around him; the escape thus becomes an arduous effort for the 
character. The process of going forward becomes an endless spiral full of infinite obstacles, 
marking the existentialist influence on Pedrolo’s work: the sense that life is ultimately meaningless.  
The concept of the ‘limit’ is a constant in Pedrolo’s narrative, and is often represented through a 
wall or an obstacle delimiting the freedom of action of the characters. As Pedrolo himself puts it in 
an interview in 1971, ‘[l]a situación límite. La pared que nos encierra y contra la que nos 
estrellamos como vivientes, aquello que no podemos atravesar. “És com un acabament”’ (Domingo 
1971). As we have seen in ‘Dèdal’ (1953-54), these barriers tend to be crucial to the development of 
the story, and in some cases they acquire symbolic significance, as is the case of the room in which 
the protagonist of Introducció a l’ombra (1956) is trapped. The novel tells the story of how David 
becomes trapped in a void between the familiar reality of his own apartment and a parallel 
metaphysical one. This space is represented in the shape of an empty white oval room that happens 
to be connected to his bedroom through one of his walls. The actual process leading to the 
character’s entrapment is initially incomprehensible – David just walks through his bedroom wall 
defying the laws of physics – but as we read further we discover how the operation of corporeal 
involuntary memory forges the spatial irregularity allowing David to walk through this wall; he and 
his family have only recently moved to their current apartment, and David’s spatial awareness of 
the distribution of this new space clashes with the habits acquired through years of living in their 
former home. While he is distracted reading his newspaper, he unconsciously walks the familiar 
route that used to lead from the side of his bed to the living-room in his old apartment, only to find 
a wall instead of a door in his new home. It can be said then, that the reminiscence of a past time 
opens the door to the non-place embodied by this oval white walled room, a space that, as we will 
see, is also analogous to the character’s own consciousness.  
The narration follows David’s efforts to find a way out of the room interspersed with a series of 
existentialist reflections commonly found in Pedrolo’s early work. In a way, David’s struggle to 
understand the nature of his physical containment leads him on a process of deeper personal 
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reflection and of trying to bring sense to his life; the isolation of the room triggers a transformation 
of the character that leads to the emergence of political consciousness. The apparent imprisonment 
such non-place brings to the character becomes a source of mental and moral liberation instead: 
‘Queien les barreres que havia construït al seu entorn. Es comprenia per primer cop; un home nou 
que sempre havia existit però que ell havia ignorat, o que havia volgut ignorar, sortia a la llum 
radiant del dia…’ (Pedrolo 1972 82). It is precisely the oppression exerted by the enclosed space 
that forces the character to discover his true nature, extrapolating this unexpected and surreal form 
of imprisonment to the real everyday prison his own life has been. Through a stream of 
consciousness narrative, we see how the character realises the shallowness of his previous existence 
on Earth, and his intention to make amends once he makes his way back to his apartment: 
Mai no s’havia interessat per res d’essencial. Li caldria esmenar la seva vida, encara que en 
sofrís el seu confort i el confort de la família. És clar que ells no s’hi avindrien fàcilment, 
també ells eren éssers superficials per als quals només comptaven les aparences. I ells no 
haurien fet la seva experiència. No haurien descobert mai que la vida és quelcom més extens 
que el camp murat on ens tanquem voluntàriament. (Pedrolo 1972 130) 
 
The mention of this contradiction between ‘appearance’ and ‘essence’ that the character uses to 
criticise both his and his family’s behaviour, can be read in existentialist terms, as the previous 
story, but can also be said to draw on Marxist critique of Classical economy, whose acceptance of 
concepts such as the ‘value of labour’ and ‘natural price of labour’ without further analysis ‘offered 
to the vulgar economists a secure basis of operations for their shallowness, which in principle 
worships appearances only’ (Marx 380). Before entering the room, David might as well be: 
[T]he bourgeois economist whose narrow mind is unable to separate the form of appearance 
from the thing that appears, shuts his eyes to the fact, that it is but here and there on the face 
of the earth, that even nowadays the labour fund crops up in the form of capital. (Marx 402) 
 
The wall separating both worlds – obviously instrumental to the action in this novel – becomes 
another character in the narration, to the extent that Pedrolo describes it as ‘un ésser viu, per tant, 
devia tenir la seva voluntat, i era precisament aquesta voluntat allò que s’oposava als seus esforços’ 
(Pedrolo 1972 93). The writer’s use of this wall as a barrier that restrains the movements of David is 
not isolated in Pedrolo’s oeuvre. As Xavier Ferrè indicates in his study Manuel de Pedrolo i la 
nació (1957-1982) (2016), the Althusserian conception of the limit/structure duality is pivotal to 
Pedrolo’s representation of Marxist ideas in his works, – particularly in the first stages of his 
production, as Ferrè looks at Pedrolo’s earlier dramatic corpus, ‘structure’ being always represented 
by the oppressive figure of the state and its instruments of repression, and ‘limit’ being the 
malleable threshold standing between the state and the individual, a wall whose existence and 
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legitimacy is constantly being questioned, its boundaries pushed, and its bricks occasionally broken 
by Pedrolo’s characters. The characterisation of this living wall is not only as an agent of repression 
and containment, but it also invokes memory in so far as its monstrosity lies in the fact that it 
cannot be forgotten: ‘Perquè la paret era un monstre. No es deixava oblidar, i aquest era el seu 
poder. Ara, això, era el que més temia. L’únic que temia’ (Pedrolo 1972 169). A wall that cannot be 
forgotten becomes a monster, a fact that seems to bring David’s recollections from a difficult 
childhood back to him; in his thoughts he constructs a happier version of it, a parallel fictional story 
completely different from his own experience (Pedrolo 1972 182).  
Once again, memory is invoked through the spatial anxieties of Pedrolo’s characters, though 
concealed in layers built by allegory and metaphor. Behind the representations of space in some of 
his fiction lies an irreducible subversive attitude that remains patiently and subtly invisible until – as 
is often the case of the genres of science-fiction and fantasy – unveiled by readings that take the 
socio-political context and the militancy of the writer into account. Lefebvre has theorised the way 
in which the fetishisation of spaces not only reduces the perception of our surrounding to a mere 
simplified version of reality, but turns us into objects of that fetishisation ourselves, transforming 
our own ‘presence, […] [our] “lived experience” and […] (our) bodies into abstractions too’ (1974 
93). This way of looking at the world ‘gives rise to two practical abstractions: “users” who cannot 
recognise themselves within it, and a thought which cannot conceive of adopting a critical stance 
towards it’ (Lefebvre 1974 93). Lefebvre’s theory remind us that every single one of us fails to 
make sense of the space surrounding us on a daily basis, for the complete extent of the meaning of 
this space is simplified by our own particular perception of it. The philosopher exemplifies this 
phenomenon very effectively with his ‘six-storey house’ example: ‘(t)he house has six storeys and 
an air of stability about it. One might almost see it as the epitome of immovability, with its concrete 
and its stark, cold and rigid outlines’ (1974, 92-93). As Lefebvre indicates, the building he imagines 
may be perceived as isolated and immobile at first glance, but it conceals a whole universe of 
spatial connections within it. Its electricity, water and gas pipes connect this building to a complex 
web, participating in a series of commercial relationships that are imperceptible to the naked eye but 
that exist at a different level; ‘our house would emerge as permeated from every direction by 
streams of energy which run in and out of it by every imaginable route’ (1974, 93). The reason why 
we often fail to observe these complex spatial relationships acting at so many levels is that we tend 
to conceive social space as ‘absolute’, as ‘when social space is placed beyond our range of vision in 
this way, its practical character vanishes and it is transformed in philosophical fashion into a kind of 
absolute’ (1974, 93). 
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Hence, when approaching representations of space in the Sci-Fi and fantasy works of Manuel de 
Pedrolo, we must avoid falling under the assumption that these portrayals are in any way meant to 
be derived from an ‘absolute’ conception of space. A number of these works, particularly those in 
which the Catalan landscape is represented – literally or allegorically – must be observed like 
Lefebvre observes his ‘six-storey house’. Instead of considering these representations of reality as 
constrained by the conventions of Sci-Fi and fantasy genres, they must be read as multilayered 
recipients that act as containers of the Catalan historical imaginary rooted in the real sites they 
mirror, as well as callers upon ideas of negotiation of social space in Catalonia during the twentieth 
century. Take for instance the way in which urban spaces in Barcelona were rapidly transformed, 
renamed and subsequently appropriated by different socio-political agents before, during and after 
the Spanish Civil War, and how this struggle is fictionalised in Pedrolo’s short story ‘Transformació 
de la ciutat’ (1947). 
As I mentioned before, a previous analysis of this short story made by Antoni Munné-Jordà in 2009, 
reminded him of later reports34 of street signs being replaced overnight in the early 1950s, with the 
original Catalan names the streets bore before the city was occupied by fascist forces, and 
authorities having a hard time chasing the perpetrators of this offence:    
Van passar molts anys fins que no vaig saber que es tractava de militants catalanistes que 
treien les plaques de la Gran Via, retolada aleshores per les autoritats feixistes com a 
Avenida de José Antonio Primo de Rivera, dos carrers més avall de casa, i les substituïen 
per unes altres que restituïen el nom de la Gran Via de les Corts Catalanes. (2009 59) 
 
These toponymical wars fought on Barcelona’s streets were a response to the very quick renaming 
carried out by the Franco regime in the aftermath of the rebel victory. As Sílvia Marimon explains: 
El règim franquista tenia clar que la història havia de reescriure’s. Pràcticament l’endemà 
d’haver guanyat la Guerra Civil, Franco va començar a canviar el nom dels carrers i de les 
places i a inundar l’espai públic amb una simbologia que perseguia transformar valors i 
records. (2016) 
 
Even though the specifics of these 1950s’ street name changes mentioned by Munné-Jordà could 
not have possibly been known by Pedrolo in 1947 while he wrote this short story that predates these 
events, the resemblance indicates an awareness by the writer of how these spaces were transformed, 
appropriated and fought for. In fact, a fight for the renaming and subsequent appropriation of public 
 
34 While contextualising Manuel de Pedrolo’s Sci-Fi works in his article La ciència ficció de Pedrolo: procés de 
contradicció insuficient (2009), Munné-Jordà asks the reader for permission to tell what he calls ‘una història 
viscuda de primera mà, si més no com a espectador i oient’ (2009 58). He dates this memory as sometime between 
1952 and 1956. 
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spaces in Barcelona continues still through the example of the 2015 campaign by Barcelona Mayor 
Ada Colau, proposing a renaming of many streets containing reference to the Borbon Spanish Royal 
Family. What is more, Pedrolo leaves the power of renaming and reshaping urban configurations in 
the hands of the main character in this short story, who happens to be a patient in a mental 
institution called Artur Deform. Artur claims to have the ability to reshape the configuration of real 
geographical space at will, by simply drawing the desired changes on a paper map. Artur is 
described by the narrator and co-protagonist as ‘un foll perillosíssim o un ésser terriblement genial’ 
(1953 203). The fact that both the narrator and Artur are confined in the heterotopic space of a 
mental institution, anticipates their transgressive nature as inhabitants of the so-called ‘heterotopias 
of deviation: those in which individuals whose behavior is deviant in relation to the required mean 
or norm are placed’ (Foucault 1967 25). As the story advances, the narrator tells us how they 
eventually escape from the mental institution and flee to ‘la ciutat comtal’, where he proceeds to 
tests his supernatural abilities by drawing some changes to the city on a paper map. 
Contrasting the nonchalant way in which Artur is able to move and interchange locations in 
Barcelona at will, with the complexity of the above-mentioned examples that prove how politicised 
the nomenclature of public places can be, fosters the interrogation of the agency behind the now 
familiar names of the streets we walk through on a daily basis, and resonates with the idea of 
fetishised spaces formulated by Lefebvre that will be used later in this chapter. Unless the wayfarer 
is very familiar with the history of the nomenclature of such streets, the walker remains oblivious to 
the different layers of meaning behind a street name – the original date and reason for naming such 
street, the times it has been renamed and by whom. In the same way as Michel de Certeau claimed 
that ‘[p]roper names given to places, negatively control them’ (1984, 104), Pedrolo understands the 
complexity of urban nomenclatures when he decides to democratise decisions usually made at 
institutional level. By empowering Artur Deform with the ability to alter any architectural structure 
at will with the simple use of a map and a pencil, Pedrolo is undermining the authority behind these 
decisions, deeming them as arbitrary as the fantastic ravings of lunatic Artur Deform. But most 
importantly, Pedrolo is writing against the oppression of the city’s architecture, and empowering a 
figure on the margins to commit the revolutionary act questioning the established order of urban 
space, something that the young Catalan activists mentioned by Munné-Jordà would do a few years 
later in the real streets of Barcelona. 
The study of the city’s architecture as an instrument of control of its own inhabitants has been the 
focus of studies by philosophers such as Michel Foucault, whose description in his work Discipline 
and Punish (1975) of the seventeenth-century plague-stricken town – with its inhabitants following 
strict instructions to avoid contagion and contain the epidemic – and his invocation of Jeremy 
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Bentham’s concept of the Panopticon to analyse the delineation of modern cities, became the basis 
for many other subsequent studies on architectural control. His theories allow us to observe 
transformations in our cities under a different light, being more critical and alert when we perceive 
them; these modifications of the urban structure are often driven by different agents, with their own 
agendas and motivations. During the night Artur and the narrator spend in Barcelona, the powerful 
instrument of social control that such a city represents in Foucault’s terms is no longer in the hands 
of the established order, but in the control of two deviant individuals instead; they do not only 
transform the city by redrawing its architecture and overturning the repressive and authoritarian 
nature of its structure, but they also unveil the significance of the places they relocate. The specific 
sites Artur chooses to dislocate are places of memory, sites containing pieces of history related to 
the effects the Spanish Civil War and the Francoist occupation of the city had on the city’s 
inhabitants. The first location is Plaça Urquinaona, where Artur manages to superimpose the city’s 
slaughterhouse; this now famous square was the location of one of the infamous Falangist 
interrogation centres during the dictatorship, specifically at the Crèdit Lyonnais building and the 
Banca Tusquets basements. The next transposition happens only a couple of blocks away, as 
Pedrolo chooses ‘la cruïlla del carrer Casp’ in order to transform it into ‘el Cementiri de Sants’. One 
of the deadliest missiles dropped by the Francoist Air Force in 1938 fell on Carrer Casp between 
Bruch and Girona streets, only two blocks away from Plaça Urquinaona. If we look at Figure 5 
below we can see a general view of the locations chosen by Artur. 
Figure 5. Kepler visualisation of ‘Transformació de la ciutat’. 
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However, the fictional city authorities in this short story end up finding out about this disruption, 
and act upon it: 
Al cap d’una hora, la policia havia aconseguit d’obrir-se camí per una ciutat desconeguda i, 
damunt d’un plànol net, ens obligava a reconstruïr la perduda harmonia de la capital. Me’n 
recordo bé, i és el que m’entreté més quan em passejo pel jardí de la clínica del doctor 
Turroll… (Pedrolo 1953, 219) 
 
The status quo is therefore reestablished, with these deviant characters placed back inside the 
heterotopic space of the psychiatric ward. As the transgression only lasts for a few hours in the 
night, such destabilisation of the established spatial order goes almost unnoticed; any trace of the 
actions is rapidly repressed by the agents of power and the only testimonies are contained and 
dismissed as misfits: the same modus operandi with which authoritarian governments suppress any 
attempt at subordination.  
A decade later, in his short story ‘El principi de tot’ (1957), Pedrolo would describe a man who, 
though initially not perceived to be as dangerous as Artur Deform, also defies the established spatial 
order as he starts walking around the same street block several times. This unexpected disregard for 
the conventional and accepted ways of operating within urban space is observed by confused 
inhabitants of the city – pedestrians, shop assistants, street-goers – who try to approach him on 
several occasions without success. This action is as simple as it is revolutionary; by tracing this 
effortless yet unusual route, the character is not only making a distinctive use of the space around 
him accprding to his own will, but what is more, he is appropriating it. Most importantly, by 
refusing to engage in any form of traditional conversation with other pedestrians, he regards 
walking as his only means of communication, using ‘walking as a space of enunciation’ (De 
Certeau 1984, 98) as ‘walking affirms, suspects, tries out, transgresses, respects, etc., the 
trajectories it “speaks”’ (1984, 99). When Pedrolo’s walker suddenly modifies this pattern and 
crosses the street – only to reproduce the same circular route in the adjacent square of the 
neighbourhood – the crowd follows him, reflecting what De Certeau will later call ‘[t]he long poem 
of walking [that] manipulates spatial organizations, no matter how panoptic they may be’ (1984, 
101). Whether they are moved by sheer curiosity, or an innate wish to collaborate in the liberating 
performance such an act of appropriation of social space represents, every single one of the 
pedestrians is actually dismantling – if only for a few minutes – the unoriginal, scheduled and 
controlled structure of their everyday lives: 
As a means of cutting across established routes and challenging the enclosure of public 
space, walking has long since held a well established political function which has animated 
walkers and radicals from John Clare to Guy Debord. (Coverley 2012, 12) 
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As the character widens his route across the neighbourhood and more people gather around him to 
contemplate such an unusual performance, a whole chain reaction is observed in the streets: 
improvised street shops start selling snacks and street musicians play music to a now dancing crowd. 
Even though the figure of the strange pedestrian eventually fades away and people end up forgetting 
the reason why the gathering began, a small revolution is already born from the simple act of a 
single wayfarer. Just as Deleuze and Guattari would later argue that ‘the nomads make the desert no 
less than they are made by it’ (382), the bodies of this wayfarer and his followers transform the 
urban landscape through their interaction with it, turning the streets of a city into an unexpected 
place of celebration. Taking into account Pedrolo’s militancy and the context in which this short 
story was written, it is almost impossible to detach these street performances from the long history 
of multitudinous marches or demonstrations in the city of Barcelona in recent years, which not only 
have a festive but also political tone related to the hopes for independence in the region. While 
Pedrolo himself could not have envisioned that the celebratory atmosphere he describes in ‘El 
principi de tot’ would be replicated in the spirit of the latest mobilisations related to the 
independence movement in Catalonia, the recent adaptation of this short story into a graphic novel 
by Pep Boatella chooses to make a very timely connection between the short story plot and current 
political events. As Glòria Gorchs notes, the visual component added by the illustrator ‘és capaç de 
recrear l’ambient i l’arquitectura d’una ciutat i passejar-nos-hi a un ritme cinematogràfic’ (2017) 
and offers ‘plans en picat magnífics’ (ibid) – like that included in the final double page of the work 
– bearing great resemblance to the aerial shots of thousands of demonstrators colouring the streets 
of Barcelona that Catalan news viewers have become accustomed to. Yet again, we are allowed to 
contemplate the city from De Certeau’s Icarian privileged perspective. In a way, the final 
description of the festive tone of this spontaneous mobilisation conceived by Pedrolo in ‘El principi 
de tot’ is not very different to this description of 1 October 2017, when the Catalan people defied 
the prohibition to vote from the Spanish central government: 
What characterised these tactics of collective civil disobedience was a sense of communities 
sharing and caring for each other in common everyday spaces, in which hope, apprehension 
and defiance intermingled in a primarily ludic atmosphere. (Buffery, 2019) 
 
The ideological power of this short story, aided by the visual power of this adaptation can perhaps 
explain why Comanegra has decided to republish it at such a moment in Catalan history. Such is the 
case of one of his more acclaimed political novels, Acte de violència (1961), another instance in 
Pedrolo’s corpus in which we observe revolutionary acts stemming from an apparently inoffensive 
action. The novel tells the story of an entire city whose ultimately revolutionary act consists of 
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something as simple as absolute immobility. Following the simple premise ‘És molt senzill: 
quedeu-vos tots a casa’, which can be found written on walls or hanging banners, the inhabitants of 
the city manage to overthrow the oppressive and powerful force of the ruthless company that 
employs them; all is achieved by the simple action of staying put inside their own homes.35 
There is a message in both ‘El principi de tot’ and Acte de violència that transcends the twentieth 
century context in which the novel was written, and that is the new and creative ways in which 
sometimes a simple act can become a revolutionary action. The peaceful way in which the 
characters in the novel express their discontent with the authoritarian factory owner resembles the 
‘silent’ case of 1962 mining strikers in the northern Spain region of Asturias, who ‘(s)in consignas y 
en silencio recogían los equipos de las perchas, se vestían con la ropa de trabajo y bajaban al pozo, 
pero nadie arrancaba el carbón’ (Arenas 2012). While this particular action happened years after the 
texts we are exploring here were written, the conflict was well known by Pedrolo36 and made it to 
the pages of newspapers such as Le Monde, The New York Times, Il Corriere della Sera and 
Allgemeine Zeitung (Arenas 2012); some historians such as Jorge Martínez Reverte go as far as to 
say the conflict initiated the Spanish Transition to Democracy (2008). Thus, an allegorical reading 
of these texts by Pedrolo becomes not only important in my argument, but also in the new readings 
that may arise in the current context in which the same repressive laws of the Spanish government 
generate violence towards a Catalan population who advocate a similar idea of 'alliberament 
nacional' to that of Pedrolo. It is no surprise then that this novel has become very relevant again and 
reedited by Sembra Llibres in 2016.  
But there is also a more brutal side to Pedrolo’s representations of cities being transformed, as some 
of his Sci-Fi and fantasy rely on landscapes that have been radically altered, their metamorphoses 
being the result of some type of violent agency. Pedrolo draws a hyperbolic scheme of the power 
relationships between the city and its inhabitants in the short stories ‘Diners’ (1951) and ‘La mina’ 
(1953-54). These stories lack a subversive figure like Artur Deform and focus instead on the 
repressive mechanisms cities can become when brutally transformed by extreme capitalist practices, 
and can also become allegories of the economic pressures derived from the autarchic politics 
characterising the first decades of Francoism. ‘Diners’, first of all, tells the story of a city whose 
urban space gradually metamorphoses into a powerful and ruthless financial district; Pedrolo’s brief 
narration works as a hyperbolic representation of the risk of banking speculation and the effects it 
 
35 Even though the novel’s exact location is not specified, the presence of the tram could not only indicate the city of 
Barcelona as its main location, but also connect the general strike occurring in the novel with the historical 
Barcelona tram strike of 1951. 
36 As Ferré Trill notes in his study Manuel de Pedrolo i la nació (1957-1982), the writer signed several manifestos –
together with other Spanish intellectuals– in defence of the miner’s strikes in 1962, denouncing the tortures they 
had been submitted to (2015 158-159). 
 
 
 
 62 
has on the working classes, who are always the victims most affected in economic crises throughout 
history: 
Un bon dia, a la ciutat, el nombre dels bancs fou la meitat més un de la totalitat 
d’establiments oberts. A partir d’aquell instant, la cursa fou frenètica. Els comerciants 
liquidaven llurs mercaderies a rebaix i plegaven. L’endemà començaven a instal·lar-se 
reixes on hi havia hagut vitrines i aparadors. (Pedrolo Vol1 135) 
 
The transformation process of this city is as simple as it is shocking to the reader; Pedrolo projects 
the capitalist practice of creating new needs that subsequently create consumers who are highly 
dependent on them by satirically exemplifying the process through the most basic instrument of 
capitalism: the bank. There is a clear reference to ‘reixes’, initially designed to protect the banks 
from being robbed but ultimately becoming a trap for the citizens themselves, as gradually all 
buildings become banks and the whole city falls into a frenzy of buying and selling, blindly 
immersed in what Pedrolo calls ‘negocis imaginaris’. The ultimate coda to this microcosm of the 
capitalism-ridden city is the way in which many tourists, fascinated by the idea of visiting such a 
city, find nowhere to stay and eventually lose their lives because of the impossibility of finding 
accommodation, food or any other services in a city whose only buildings have now become banks.  
A similar idea features in ‘La mina’, a story that describes the brutal transformation of a rural area 
into a mining city, after a vein of gold is found directly underneath. The vein turns out to be so 
immense that a city expands underground in order to exploit it. Banks and settlements grow around 
them, giving birth to a whole new underground civilisation, its streets, buildings and man-made 
structures literally made of gold. Life on the surface becomes very rare, until only a few romantics 
dare to live out in the open. The exploitation is so severe that the Earth, now hollow inside, ends up 
collapsing; only the population living underground survives, as they are protected by the new gold 
structures built around them. As expected, only those adhering to the rules of the capitalist machine 
are allowed to survive, whereas the isolated misfits are not given a place in these new societies. It is 
the ultimate dehumanisation of mankind and its apparently innate ability to inflict oppression upon 
itself that concerns Pedrolo’s writing – the reduction of society to an impulsive self-consuming 
machine, capable of going as far as to facilitate the metamorphosis of their own cities into devices 
of social control and planetary destruction.  
These fictional cities ultimately function as allegorical representations of the reality in the growing 
capitalist cities at the centre of the big debates among Marxists in the 1940s and early 1950s. The 
extreme mechanisation of the city observed by Pedrolo in 'La mina', together with the subsequent 
reduction of leisure time for workers who end up living underground is nothing but an amplification 
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of the concerns expressed by Karl Marx in Das Kapital (1867) in the section he dedicates to 
Machinery and Modern Industry:   
Like every other increase in the productiveness of labour, machinery is intended to cheapen 
commodities, and, by shortening that portion of the working day, in which the labourer 
works for himself, to lengthen the other portion that he gives, without an equivalent, to the 
capitalist. In short, it is a means for producing surplus-value. (Marx 261) 
 
In a similar way, the hyperbolic description of an entire city becoming dedicated to the operation of 
money we see in ‘Diners’ revolves around the idea of money becoming capital and subsequently 
being taken away from the individual and subjected to speculation by the capitalist machinery, 
ultimately represented by banks. This idea is also rooted in Das Kapital, in the chapter 
‘Transformation of Money into Capital’ (Marx 103-119), which may nurture Pedrolo’s own 
ideological anxieties towards the dangers of capitalism. 
Furthermore, I would like to suggest that these anxieties are also a burden to the author at a 
different level, and in direct relation to the situation of Catalan literature. This concern is deeply 
fuelled by his acknowledgement of Catalan literature’s position of subalternity towards a bigger 
Spanish literature sharing –or superimposing itself on– the geo-literary space of the ‘Països 
Catalans’. As has been made clear earlier in this chapter, Pedrolo’s conception of the relationship 
between these two literatures can be better understood through a post-colonialist approach; notions 
like those of Fredric Jameson on Third-World Literatures will then become relevant to explore the 
Catalan case through Pedrolo’s eyes. Jameson claims he uses the concept of ‘Third-World’ in ‘an 
essentially descriptive sense’ (1986, 67), accepting forms of criticism that find the use of this term 
problematic as it ‘obliterates profound differences between a whole range of non-western countries 
and situations’ (1986, 67). He however justifies its use as:  
I don't, however, see any comparable expression that articulates, as this one does, the 
fundamental breaks between the capitalist first world, the socialist bloc of the second world, 
and a range of other countries which have suffered the experience of colonialism and 
imperialism. (ibid) 
 
I use his theories with the belief that this denomination can refer to cultures driven to a subaltern 
position by more powerful ‘First-World’ cultures, as there is an aspect in the way ‘Third-World’ 
Literatures operate according to Jameson that I find particularly useful when looking at the case of 
Manuel de Pedrolo’s Sci-Fi works; the critic argues that Third-World texts are always allegorical 
and they need to be read as what he calls ‘national allegories’ (1986 69): 
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Third-world texts, even those which are seemingly private and invested with a properly 
libidinal dynamic necessarily project a political dimension in the form of national allegory: 
the story of the private individual destiny is always an allegory of the embattled situation of 
the public third-world culture and society. (1986, 69) 
 
Applying this rationale to Pedrolo’s narrative allows us to see his characters’ ordeals – no matter 
how individualised they appear in the author’s narratives – as epitomes of the collective Catalan 
experience in the twentieth century. Thus, the characters operating in the fictional urban spaces just 
described encounter problems that are not very far removed from real issues faced by the 
inhabitants of post-war Barcelona. As Jameson argues, when recreating these parallel realities 
through allegory, ‘what is reconstructed is a grisly and terrifying objective real world beneath the 
appearances of our own world: an unveiling or deconcealment of the nightmarish reality of things, a 
stripping away of our conventional illusions or rationalizations about daily life and existence’ (1986, 
70). Capitalism lies among the fears and anxieties that Pedrolo was most likely to recreate in his 
narrative, but so do – as we have briefly been able to see through the analysis of ‘Transformació de 
la ciutat’ – the threatening forces against the Catalan nation and its culture during the twentieth 
century. Therefore, it is not unexpected to find allegorical representations of the multiple attacks 
suffered by Catalonia in his most important Sci-Fi and fantasy novels. 
 
Distopian Catalonia: New Beginnings in Mecanoscrit del segon origen 
Manuel de Pedrolo’s Mecanoscrit del segon origen (written 1973/ published 1974) occupies an 
indisputable place in the twentieth-century Catalan imaginary and played a major role in embedding 
the writer in Catalan popular culture and in the context of Catalan secondary education since the 
1980s.37 My reading of the novel aims to challenge traditional approaches associated with this 
specific educational context, which tend to regard it as inconsistent with the global politico-
aesthetic project of the writer. By highlighting how narratives of destruction and reconstruction of 
social space permeate the work in the form of national allegory – aided by the author’s post-
apocalyptic depiction of the Catalan landscape and his use of the ‘Last Woman’ motif – I will also 
critique the often idealised image of female protagonist Alba as a feminist heroine that the presence 
of this novel in the education system has helped to construct. My objection will be constructed on 
the basis that Pedrolo heavily relies on the feminisation of the nation through the figure of Alba in 
order to create the national allegory underlying his narrative. The writer tends to politicise the 
 
37 Despite being one of the most sold novels in the history of Catalan literature, Mecanoscrit del segon origen’s arena 
has been secondary schools. However emblematic the novel may be, academic studies on the work have been rare, 
and it has not been until recently that a monographic work has been dedicated to the novel (Martín, 2018). 
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landscape of the female body throughout his corpus, thus the violence exerted to transform 
Catalonia into a post-apocalyptic landscape becomes related to the often problematic depiction of 
violence against women found in his corpus, as will be analysed later in this section. 
Mecanoscrit del segon origen tells the story of Benaura-born teenagers Alba and Dídac, the only 
survivors of an alien attack that eradicates life on Earth. With a clear resemblance to the biblical 
story of Adam and Eve, the plot oversees the pair’s fight for survival as they become aware of their 
role as the new parents of humanity. The novel starts with female character Alba saving younger 
male character Dídac from drowning in a pool located on the outskirts of the town; a couple of town 
bullies had deliberately thrown the boy in after showering him with racist remarks due to his skin 
colour. Being underwater at that precise moment is what saves the two characters from the 
annihilation being carried out on the surface. Tragically, everyone they knew in the outside world 
has perished during the attack, thus the next scenes in the book narrate their walk through the once 
familiar streets of their home town Benaura, now reduced to piles of debris and corpses. As they 
initially believe in the possibility of other survivors, they embark on a voyage along the 
Mediterranean coast, passing Catalan, French and Italian coastal towns as far as Catania, but return 
without having found any suitable survivors to help them repopulate the world.38 As their only 
chance for survival depends on reproduction and settling down in a place where they can obtain 
food and refuge, they return to Barcelona shortly after realising Alba is pregnant. After they find an 
appropriate area by the coast of the Baix Llobregat, their son Mar is born. By the end of the novel 
we see Dídac perish when some ruins collapse on top of him, thus leaving Alba alone in this post-
apocalyptic scenario. The last chapter of the novel raises the prospect of incest (Alba contemplates 
the idea of waiting until Mar’s puberty to ensure reproduction) as the only means of saving 
humanity. In a closing section – separated from the previous four notebooks/chapters that compose 
Mecanoscrit del segon origen – the narrator, writing from a distant future, theorises about the 
possibility of Alba being the mother of modern humanity. 
Previous readings of this novel tend to pay little attention to the spaces represented in the text in 
relation to any reference to the historical context in which the novel was written. The most 
immediate context was, of course, that of a new Catalonia that – with the end of a four-decade 
dictatorship and the promises of a transition to democracy – needed a text with whom secondary 
school students – now allowed to be taught in Catalan – could engage. It is for this reason that most 
of the critical approaches to the novel in the nearly four decades since its publication in 1974 have 
been contributions coming from an educational background. The only spatial reference that is 
 
38 As will be shown later in this section, the couple meet a deranged elderly woman and a trio of men who seem to 
have lost their mind.  
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generally worthy of mention in extant criticism is Benaura – the fictional town where the two 
characters in the novel are from – and corresponds to the real town of Tàrrega, in Catalonia. More 
will be said about this toponymic choice, but before we move to that specific location, I would like 
to give an overview of the variety of spaces within Europe that appear in this Sci-Fi novel beyond 
those in Catalan territory. 
Figure 6. Kepler visualisation of Mecanoscrit del segon origen.  
 
If we look at Figure 6 we can see how the novel shows a voyage along the Mediterranean coast, 
from Catalonia to the Italian island of Catania, with several stops at French and Italian 
Mediterranean towns, cities and their ports, together with a huge concentration of spatial mentions 
in Barcelona, a few in Lleida – where Tàrrega/Benaura is located – and some in the area of Girona 
and the Catalan-French border. Even through Venice appears on the map, the location is not visited 
in the novel but recalled by one of the characters while they are sailing through the Strait of 
Messina. Throughout this section, I aim to contextualise these spaces taking into account the socio-
political conditions at the time of the novel’s production – only one year before Spanish dictator 
Francisco Franco’s death – bearing in mind the post-apocalyptic nature of the landscapes depicted. 
The main spatial anomaly we find in Mecanoscrit del segon origen is precisely this postapocalyptic 
scenery, a deviant representation of the writer’s own national landscapes, that, in Sci-Fi and fantasy 
narratives generally, provokes the reader to look in depth for underlying meanings. Post-apocalyptic 
literature has often had recourse to this motif in order to connect with the reader, as the depiction of 
a well-known civilisation that has been destroyed provokes an intense reaction in the reader; the 
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greater and more majestic the city before its downfall, the more aesthetically effective and 
appealing its representation is as it becomes a fallen relic. This effect is even stronger when the 
reader is faced with the familiarity of a known national space; the uncanny feeling of recognising 
places imprinted on the reader’s personal or shared imaginary calls for an even deeper attraction to 
these deviant depictions. One cannot help but perceive a certain beauty in the last scene of the 1968 
film Planet of the Apes, in which Charlton Heston contemplates the remains of New York’s Statue 
of Liberty half buried in the sand of what was once Liberty Island. A similar strange beauty 
permeates the New York represented in Richard Matheson’s novel I am legend (1954), whose 2007 
cinema adaptation shows a scenario in which ‘[t]he buildings in the city appear wrapped in dense 
vegetation, and its only inhabitants are now wild animals running between wrecked yellow cabs, the 
once distinctive icons of “the Big Apple”’ (Nilsson-Fernàndez 2013, 7). Similar images are found 
in the post-apocalyptic counterparts of cities like London, portrayed in 28 Weeks Later (2008) and 
Barcelona in Los últimos días (2013) and Segon Origen (2015).39 
Extensive research on apocalyptic and last-man motif narratives has proven that beyond the 
aesthetic power of these images of deviant landscapes, there are ethical or political mothives for 
their use. In my previous research project ‘The Figure of The Last Man in Manuel de Pedrolo’s 
Mecanoscrit del segon origen’ (2013) I placed this 1974 novel in the canon of twentieth century 
post-apocalyptic Catalan literature, highlighting the use of the last man motif – last woman in this 
case – used by Pedrolo. Works featuring ‘end of the world’ situations or post-apocalyptic scenarios 
have been read as responses to socio-political anxieties on the part of their writers. For example, 
Cousin de Grainville’s Le dernier homme (1805) and Mary Shelley’s The Last Man (1826) – both 
initiators of the last man motif – have been read as the writers’ reaction to the failure of the French 
Revolution and the political disillusionment after the Napoleonic Wars. 
Pedrolo’s context is the Catalonia of 1973 – only two years before the death of Spanish dictator 
Francisco Franco – and around the time the prominent Francoist figure, Luis Carrero Blanco, was 
appointed Prime Minister of Spain in June of the same year. As Carrero Blanco was assassinated by 
ETA later in 1973, the novel is produced in a moment of extreme political uncertainty in Spain. 
To begin with, Pedrolo locates the starting point of his novel in a fictional rural town he names 
‘Benaura’. The first aspect that indicates the multilayered nature of this space is precisely the fact 
that whereas the name ‘Benaura’ does not correlate with any existing topographic name in 
Catalonia, this fictional town has been identified with the real Catalan municipality of Tàrrega.40 
 
39 Segon Origen (2015) is Carles Porta’s cinema adaptation of Mecanoscrit del segon origen.  
40 In the short documentary ‘Pas a pas, mot a mot: una ruta videogràfica per la Tàrrega del Mecanoscrit del segon 
origen’ (https://vimeo.com/40955138) Xavier Garcia and Natàlia Lloreta guide us through the different places in 
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This detail does not only clearly situate the novel in Catalan territory, precisely in a town that 
happens to be Manuel de Pedrolo’s hometown,41 but suggests why the identity of such an easily 
recognisable location was camouflaged in the first place. If we consider how the Catalan literary 
landscape is strongly determined by the duality of centre versus periphery, Pedrolo’s decision to 
start the narration in a provincial location and present the two main characters as being natives of 
such a space is not incidental. If we consider Josep Guia’s essay ‘Digueu-li Catalunya. Centre i 
perifèria en la nació catalana’ (1985), we find an argument for the importance of the bond between 
centre and periphery in the accomplishment of the objective of ‘alliberament nacional’: 
no preconitzem una societat futura amb una ciutat-centre omnipotent i superpoblada i una 
perifèria irrellevant i despoblada. És en la lluita per la supervivència nacional que 
necessitem la interacció constant centre-perifèria, la qual perdrà previsiblement el seu caire 
de peremptòria necessitat en l’etapa de construcció [socialista] de la societat catalana 
independent. (Guia 1985, 17-18) 
 
However, and despite claiming that most of the cultural traits shaping Catalan identity and aiming 
at fostering pro-independence ideas come initially from the periphery but are rapidly assimilated, 
controlled and reformulated by the centre, Guia still believes in a model that values the centre’s 
power to influence the periphery. He does this by highlighting the threat posed by centres other than 
the Catalan one – Barcelona – and their power to influence our periphery: 
En la mesura, doncs, que la Catalunya central i especialment el seu nucli, Barcelona, no 
actuï i influenciï sobre tota la perifèria nacional, seran, són, els altres centres aliens, Madrid 
o París, que actuen i influencien. (Guia 1985, 21) 
 
The acknowledgment of such a power relationship between centre and periphery in Catalan culture 
– which, according to Guia, is not surmountable by peripheral agency – is dismantled by Pedrolo in 
Mecanoscrit del segon origen through a simple narrative mechanism: he eliminates central agency 
by only allowing two peripheral survivors in his plot, a teenage girl and a black boy born in the 
rural town of Benaura. Furthermore, we need to consider that, by direct opposition to Barcelona, 
                                                                                                                                                            
Tàrrega that have a direct correspondence with locations in the novel. Drawing on descriptions of the landscape 
taken directly from the novel, the documentary presents evidence such as Alba’s house in the novel being in fact the 
writer’s own family house Tàrrega as well as the pond where the story begins being identified as ‘la peixera de les 
planes’. ‘L’Avinguda Raval del Carme’ featured also at the beginning of the novel as the first location from which 
the characters see the real devastation of the surrounding landscape.  
41 Manuel de Pedrolo was actually born in l’Aranyó, a tiny rural town located 20 km away from Tàrrega. However, 
this was purely a decision taken by his father, who wanted him to be born within the walls of the de Pedrolo i 
Molina’s family castle, located in that town. The family itself lived for most of the year in Tàrrega at that time, a 
town that saw the writer grow up and return every summer as an adult, even after he moved to a flat in Barcelona’s 
Carrer Calvet in the 1960s. 
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Benaura acquires a decentralised position in the centre/periphery relationship, which at the same 
time reinforces Pedrolo’s self-positioning as a peripheral writer. 
Besides the potential importance of this acknowledgement of peripherality by Pedrolo, the name 
change from Tàrrega to Benaura is also significant for this analysis. As Tàrrega-born painter and 
friend of the author Lluís Trepat claims, in their hometown, Pedrolo ‘sempre va ser una persona en 
certa manera diferenciada i a en Manuel això li sabia greu’ (2009). Trepat recalls the ostracism 
experienced by both brothers Ramon and Manuel during their childhood years in the religious 
school of ‘Els Escolapis’, as well as the aristocratic airs of their aunt, who acted as their mother-in-
law after their mother’s death, singled the brothers out from the very start and would always shape 
the way in with the Pedrolo boys were be perceived in Tàrrega. The town became an unavoidable 
reminder of the writer’s aristocratic background: 
I el pitjor, encara, eren tots aquests avis il·lustres que em posaven d’exemple. Dignitat, 
responsabilitat. Cara llarga. Credulitat. Escrúpols. Tot això, sense que fos exactament dit, 
m’ho fregaven pels ulls, me n’omplien les orelles. No era tolerable. En els moments de 
depressió i de lucidesa, perquè una cosa acompanyava l’altra, em prometia que mai no seria 
il·lustre, que mai no voldria dignitats, que defugiria tota mena d’honors... (Pedrolo 1966, 10-
11) 
 
The sentence used by Marc Augè in his work Non-places (2008) ‘[t]o be born is to be born in a 
place, to be “assigned to residence”’ (Augè 53) seems very appropriate to describe Tàrrega’s 
enslavement of his most famous writer as expressed above; in the French text Augè plays with the 
double meaning of the expression ‘résidence forcée’, which in English refers not only to ‘assigned 
to residence’ but also to ‘domiciliary arrest’. This second meaning gives a very accurate idea of the 
identity prison that Tàrrega entailed for the writer; during his childhood, the town saw the demise of 
the few aristocratic families left at the turn of the twentieth century – the de Pedrolo i Molina family 
was one of them – who were forced out by the emergence of a new class of entrepreneurs – the 
‘petitbourgeoisie’ or ‘fadristerns’.42 Being on the wrong side of these social changes  not only 
impacts on Pedrolo’s attitude towards class struggle and inform his narrative, but can also explain 
his ambivalent attitude towards this town. Thus, it could be argued that it is the constrictive nature 
of this place that moves Pedrolo to create Benaura – his preferred and controlled version of Tàrrega 
– an ideal and intimate space modelled by the author to detach the place from any undesired 
associations to his aristocratic background. Again, as I explored earlier in this chapter – when we 
 
42 In his chapter ‘La meva lectura de Pedrolo’, Lluís Trepat –friend of the writer and Tàrrega-born painter– defines the 
‘fadristerns’ in Tàrrega as ‘els cabalers de les cases dels pobles del voltant; feien aprenentatges, venien a Tàrrega, 
posaven botiga i eren gent emprenedora, gent amb ganes de fer calés i per tant esdevenir-se una transformació 
social: la noblesa quasibé va desaparèixer, va perdre tota la categoria i va sorgir aquesta nova classe social’ (2008 
22). 
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looked at the short story ‘Transformació de la ciutat’ and the renaming of streets in post-war 
Barcelona – there is something powerful in changing the name of a place. It is Michel de Certeau’s 
view that, when proper names are given to places, they negatively control them (De Certeau 1984, 
104). Thus, Benaura is Pedrolo’s attempt at reshaping the place of his childhood memories, the 
place that saw him leave for Barcelona out of teenage rebellion in the 1930s, but also – as we will 
see shortly – the place of desolation and despair after the fascist bombings of 1937. 
If we visit twenty-first century Tàrrega, a walk through its old district becomes completely different 
depending on whether or not the wayfarer is familiar with the novel Mecanoscrit del segon origen. 
Those born before the turn of the millennium – who are more likely to have read the work in school 
– will probably smile at the discovery of a church at the very centre of the old city (Plaça Major) 
whose name is none other than ‘Església de Santa Maria de l’Alba’. If the wanderer is a little more 
informed and walks a few metres south from the square to number 5 in Carrer Major, s/he will be 
standing in front of Manuel de Pedrolo’s house – a three-storey dwelling whose façade is 
completely covered with ‘estelades’ (Catalan independence flags). As Xavier García and Natàlia 
Lloreta explain in their documentary Pas a pas, mot a mot (2012), this house is also Alba’s house in 
the novel, one of the adjacent houses being Dídac’s house as well. The immersive quality of the 
StoryMapJS visualisation of Mecanoscrit del segon origen I produced as part of my study43 will 
allow the reader – despite not having visited Tàrrega – to walk through the streets of Benaura while 
reading excerpts of the novel. I argue that, even if only for an instant, the illusion of Tàrrega 
becoming Benaura is complete. An example of this crossing between the real and the fictional can 
be observed in Werner Heisenberg's account of a trip he made with his colleague Niels Bohr to 
Denmark's Kronberg castle –the main location of Shakespeare's famous play Hamlet; the chronicle 
includes a reflection that Bohr made when both physicists were wandering within the castle's walls: 
Isn't it strange how this castle changes as soon as one imagines Hamlet lived here? As 
scientists we believe that a castle consists only of stones, and admire the way the architect 
put them together. The stones, the green roof with its patina, the wood carvings in the 
church, constitute the whole castle. None of this should be changed by the fact that Hamlet 
lived here, and yet it is changed completely. (51) 
 
It is this same imaginary power that arguably makes Tàrrega’s old centre attain the same – almost 
mythical – quality of places belonging to both fiction and reality; both the historical and the 
fictional partake in shaping the collective perception of this Catalan town. But fictional Benaura and 
 
43 A digital navigable route including all spaces mentioned in Mecanoscrit del segon origen can be accessed via this 
link: https://uploads.knightlab.com/storymapjs/4411e419216332dfb95f3c9a1a948f0e/mecanoscrit-del-segon-
origen/index.html.  
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real-life Tàrrega collide in a more brutal way in the very first pages of the novel, when the two 
survivors are faced with the Dantesque spectacle of post-apocalyptic Benaura: ‘arreu, mig colgats 
per les runes, a l’interior dels cotxes aturats, pels carrers, hi havia cadàvers, una gran quantitat de 
cadàvers, tots amb la cara contreta en un rictus estrany i la pell groc-rosada’ (1986 16). This 
fictional representation collides with the destroyed streets of Tàrrega in 1938, in the aftermath of a 
heavy bombing operation by Italian and German Fascist planes on 5 April.  
Figure 7. Picture of Tàrrega after 1938 bombings. (From Pas a pas, mot a mot, García i Lloreta) 
 
 
The fictionalisation of this significant historical event magnifies the writer’s own personal 
experience of the conflict, while also engaging directly with Catalan collective memory of war; 
Tàrrega was one of over a thousand Catalan municipalities bombed during the Spanish Civil War.44 
Pedrolo’s depictions of devastated landscapes in Catalonia are presented to the reader through the 
eyes of the two teenagers, who in the process of looking for possible survivors embark on a voyage 
that unveils the real magnitude of the disaster to the reader; the entire territory that was once 
Catalonia – including its once magnificent and culturally vibrant capital, Barcelona – has been 
completely reduced to a devastated landscape. 
The tragedy lies not only in the eradication of human life, but also in the destruction of human-built 
structures that once carried meaning and were recognised and owned by the inhabitants of the site, 
assuring a sense of community; the alien attempt to destroy this space is effective inasmuch it 
reduces its complex architecture into lifeless and meaningless ruins that can no longer be readily 
 
44 In her study Death is in the Air: Bombings in Catalonia, 1936-1939, Laia Balcells recounts the Francoist bombings 
affecting at least 1,062 Catalan municipalities. Reis, octubre-diciembre 2011, pp. 193-214. 
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associated with the sites they once were. As ‘a space is not a thing but rather a set of relations 
between things’ (Lefebvre 83), the total disconnection between signifier and signified of these sites  
shakes the very foundations of social space, whose existence is only secured if there is a community 
making use of it and interacting in it. When Lefebvre talks about the way in which the ‘sites of Troy, 
Susa or Leptis Magna still enshrine the superimposed spaces of the succession of cities that have 
occupied them’ and assumes that ‘no space ever vanishes utterly, leaving no trace’ (164) he must do 
so on the basis that this ‘trace’ necessarily requires human agency to be identified. The use of the 
‘last man/woman’ motif in this novel draws on the fragility of human existence in post-apocalyptic 
Catalonia – thus bringing this agency near to extinction – and evokes the possibility of the 
disappearance of a culture, together with the language it speaks, which is, in the case of Catalan 
culture, a fundamental trait of contemporary experience of community identity. In his 2005 essay 
‘Visca la mort del català! Una proposta modesta per a les llengües minoritàries’, Edgar Illas 
analyses the different responses that Catalan intellectuals have had to the risk of extinction of their 
language, from Gabriel Ferrater in 1953 to Carod Rovira’s El futur del català (2005), arguing that: 
Encara que aquests textos expressen el convenciment que el català s’està morint, el seu 
objectiu final no és certificar la defunció de llengua, sinó motivar els catalanoparlants 
perquè endeguin una reacció popular i política que ‘salvi’ el català de la seva situació 
agónica. (Illas 2012, 2) 
 
In some ways, Pedrolo’s Mecanoscrit del segon origen uses the same rhetoric by giving a 
hyperbolic diagnosis of the critical situation of the Catalan language and culture during the 
twentieth century; by leaving the fate of its survival in the hands of two teenagers, the writer is 
creating awareness of the challenges faced by a minoritised culture and calling for the further 
implication of society in reconstructing the Catalan social and literary space after years of 
dictatorship. 
The enemy who may jeopardise this symbolic cultural regeneration is precisely the agent behind the 
original destruction. The alien invaders, though hardly present in the narrative, are depicted in a 
very negative light in the novel. On the only occasion in which the teenagers find themselves in a 
direct confrontation with one of the alien creatures, we see how Alba ‘es va alegrar que tingués 
aquella aparença, perquè li seria mes fàcil de matar-lo’ (Pedrolo 1986, 75), alongside an almost 
caricatured description of the creature: 
A tots dos se'ls va glaçar la sang a les venes, car era un rostre que recordava imatges de 
malson. La faç, molt plana, tenia tres ulls, un d'ells a l'indret que hauria correspost al front 
en un humà i els altres dos més avall; eren talment tres forats oberts en una paret, puix que 
no els protegia cap arc ciliar. A la banda de baix, allò que hauria hagut d'ésser el sotanàs, la 
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barbeta i la boca, formava un musell porcí que s'avenia amb el color de la pell però feia una 
impressió d'estolidesa a la cara. (Pedrolo 1986, 75) 
 
The ‘nightmarish’ complexion of the alien race alludes to the feared repressive figure of the 
‘nacionales’ in a monstrous – yet ridiculising through allusion to the porcine features – projection of 
francoist forces. Besides, the airborne nature of the attack described in the alien flying saucer 
opening scene implies the attack is perpetrated from above. The combination of this facts encourage 
a reading of this alien invasion as an allusion to the above-mentioned fascist attacks on Tàrrega and 
other Catalan territories. However, Pedrolo’s focus in this novel is not to represent the dictatorship 
period in detail – he does that in other science-fiction works such as Totes les bèsties de càrrega – 
but to speculate on the future of the nation. It is just as if, by submerging the two characters in that 
womb-like pool, Pedrolo spares them the horrors of the Civil War and the subsequent near to four 
decade-long dictatorship. In a way, Alba and Dídac wake up in the 1973 Catalonia Pedrolo writes 
the novel in, a time in which, despite Franco’s ongoing illness and the subsequent debilitation of the 
regime’s structures of power, there was no secure indication of the direction the political situation 
would take. The womb-like pool protects Alba and Dídac from the horrors of the Civil War and 
post-war years. Despite the sometimes naïve vision of the past shown by younger character Dídac, 
there are references to the acknowledgement of these repressive times by ‘Alba, el pare de la qual 
fins i tot havia fet presó sense haver assassinat, robat o estafat mai ningú’ (1974, 28). 
Nevertheless, the relative innocence of the characters towards the socio-political complexity of their 
nation’s past does not seem to alter their immediate response to the situation they face; besides their 
instinctive fight for survival in an uninhabited world, they become active agents in the protection 
and regeneration of the Catalan social space by prioritising the recovery of as many books as they 
can from the debris. Thus, it becomes evident that Pedrolo, as an intellectual, believes the 
reconstruction of social space in an imagined post-Franco Catalonia must begin with the recovery 
and regeneration of the literary space inserted in it. The arbitrary choice of the works of literature to 
be saved by the two teenagers – who lack any political agenda or preconceptions about genre, 
ideology or the authorship of the works they collect – presents an inverse mirror of the persecution 
of Catalan literary works by Francoist censorship, which heavily affected the author’s career.45 Any 
type of book is respected by the teenagers, even religious literature; despite Alba being momentarily 
tempted to destroy some religious books in order to avoid the future creation of dogma, she finally 
comes to the conclusion that she has no right to censor any work: 
 
45 There have been several studies focusing on the way Francoist censorship affected Pedrolo’s works. Examples are 
the book Les tisores de la censura: el règim franquista contra l’autor i contra Manuel de Pedrolo… (1995) by 
Estanislau Torres (ed), or the articles La censura y el caso de Manuel de Pedrolo. Las novelas perdidas (2007) by 
Lidwina M. van den Hout and Cas Pedrolo: censurat (2008) by Anna M. Moreno Bedmar.  
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Però es va dir que no tenia dret de destruir-los, que per als homes a venir serien també una 
font de coneixements de llurs avantpassats. De fet, no tenia dret de destruir res, puix que, si 
ho feia, cauria en aquella categoria de fanàtics, sovint al·ludida pel seu pare, que cremaven 
tot allò que els desagradava i contrariava llurs opinions; una gent que no creia prou en ella 
mateixa per respectar, a l’hora de combatre-les, les idees dels altres (…) Conservaria els 
llibres, doncs. I va alegrar-se d’haver tingut un pare com el seu, que havia estat a la presó 
perquè ella, avui, pogués decidir com decidia. (1986, 155) 
 
Given this explicit eye to the future reconstruction of the nation, I aim to explore in more detail the 
role of the two main characters in this novel, Alba and Dídac, as reconstructors of the Catalan 
national space, by briefly drawing on the significance of their social status. In this way, even if the 
teenagers might be read as Pedrolo’s way of offering a micro-representation of the heterogeneous 
twentieth-century Catalan social strata, they also bring light into the problematic representation of 
gender roles and the female body overlooked by traditional readings. While some readings 
appearing immediately after the novel’s publication may find partial justification in the fact that the 
Catalan educational canon so very much needed a work to serve as the model for the uncertain early 
post-dictatorship years, I consider readings that follow the same line nowadays – unconditionally 
supporting Pedrolo’s pro-feminist stance – quite inadequate in the academic context and highly 
problematic if transferred to the secondary education syllabus. 
The social status of the two characters in this novel has a direct effect on the way they confront the 
new situation they face after the demise of civilisation. Rather than being city kids raised in an 
environment devoid of nature, Alba and Dídac’s rural upbringing in Tàrrega seems to give them an 
advantage for survival in post-apocalyptic Catalonia. When it comes to the position of their families 
in society before the catastrophe, not much is said, except that Alba’s father may have had trouble 
with the legal system due to his ideology as was mentioned before, and that they owned a discreet 
vegetable garden. In Dídac’s case, his mother must have worked as a maid, as we learn that ‘se’n va 
anar a servir a fora i va deixar-se prenyar per un negre’ (1986, 18). Besides the quite problematic 
way in which the only reference to Dídac’s father is worded: ‘she let a black man get her pregnant’ 
and the further reference to the couple being almost relieved at the fact that their son is born ‘del 
color exacte que el noi havia desitjat, ni blanc ni negre, sinó d’una brunor de sol que enamorava’ 
(1986, 167), Dídac is Pedrolo’s response to the consolidation of the immigration wave from Sub-
Saharan Africa observed from the 1970s in Catalonia: Pedrolo’s portrayal of a second generation 
immigrant fully educated in Catalan and given a Catalan name acknowledges the important role that 
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the ‘nouvinguts’ – a term that includes previous and next immigration waves to the one just 
mentioned – could potentially play in strengthening twentieth century Catalan identity.46 
Another decisive aspect is the way in which Alba’s femininity becomes a central element Pedrolo 
draws on to reinforce the national allegory throughout the text; the specific situations the author 
decides to put this female character through, together with the actions performed by and against her 
in the course of the development of the plot, evoke narratives of the destruction and reconstruction 
of the twentieth century Catalan social space that permeate Mecanoscrit del segon origen. If the 
figure of Alba becomes one with that of Catalan nation, in spatial terms her body becomes a 
landscape in which the above-mentioned narratives are inscribed. This formula is not unique to this 
novel, as Pedrolo makes male character Enric literally paint a map over female character Lèbia’s 
body in his 1975 novel Procés de contradicció suficient – ‘L’esquena és l'indret dels mapes 
continentals que es barregen amb plànols de viles i, cap a la cintura, amb serpents que es combaten’ 
(Pedrolo 1975, 91). In this novel Pedrolo describes the violence this painter projects against the 
woman directly following their sexual interaction: ‘Però ella continua com embogida, i em cal 
separar-la amb els genolls, pegar-la de primer amb la mà oberta i després amb els punys…’ 
(Pedrolo 1975, 92) and highlights an anomaly in Lèbia’s sexuality: ‘A més, ets frígida. Com totes 
les dones meravelloses –generalitza’ (Pedrolo 1975, 92). To a certain extent, all these characteristics 
– including the objectification of the female body – are already observed in this 1974 Sci-Fi novel 
and strongly connected to twentieth-century Catalan space. 
Extant readings of femininity in this novel, however, emerged as a response to the privileged 
presence of a text targeting teenage audiences in secondary school teaching from the early 1980s, as 
has already been mentioned, and managed to inscribe a very specific image of Alba as a resourceful 
and strong young woman with whom young female readers could identify very easily. As Màriam 
Serrà put it in the opening words of a very recent series of events organised in Concabella around 
the theme of women in Pedrolo’s novels: 
Així, la dona pedroliana és emprenedora, lluitadora, d’idees clares; té el ple domini de les 
situacions per adverses que siguin; decideix sobre el seu cos, sobre la seva vida, sobre el seu 
futur i fins i tot sobre el futur de la humanitat; és més que una dona lliure: és un ésser lliure. 
I aquesta no ho és una peculiaritat aïllada, d’una sola obra, ni de dues ni de tres, sinó 
constant i creixent amb el pas del temps. (2016, 3) 
 
Similar readings are replicated by Sara Martín Alegre when she argues that the novel is ‘exceptional 
in his production for the clarity of its pro-feminist, anti-patriarchal ideology’ (Martín 2017, 2) or 
 
46 For an in depth study on the subject see Francesc Candel’s Els altres catalans (1964). 
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Isabel Santaularia’s claim that ‘Pedrolo does not indulge in sexualized descriptions of Alba’s body’ 
(Santaularia 2017, 8), two facts that I will interrogate below. It is true that when presented with the 
iconic image of Alba driving a tractor on the cover of the second edition of the novel, a ‘unique 
female protagonist fighting for survival in a devastated post apocalyptical Catalonia, one cannot 
help but evoke the image of La Liberté guidant le peuple by Eugène Delacroix (1830), a depiction 
of a powerful woman that will always stay in our minds as the idealised representation of Freedom’ 
(Nilsson-Fernàndez 2016, 57). This image is also recalled by Sara Martín Alegre in the introduction 
to her trilingual edition of the novel, arguing that: 
brave Alba became for us 1980s Catalan girls a simply wonderful role model. This felt, at 
the same time, very natural. We were then so young that we just did not know about the 
many restrictions limiting girls in post-Franco Spain and Catalonia (and that still apply). 
(2016, 342) 
 
Alba is – on the surface – a role model for female millennial Catalan students at the turn of the 
century; ‘a heroine whose dilemma is her own and the entire humanity's survival, and due to this 
she fights and overcomes the taboos and roles traditionally attached to women’ (Ballús 2007). 
However, this idealised representation of Alba as the ‘mother of the new humanity’ clashes with 
Pedrolo’s own comments on the subject. When interviewed by a group of Catalan students who ask 
him questions about the popular novel, statements such as ‘[é]s clar que vaig agafar una noia i la 
vaig dotar una mica excepcionalment...’ (1986, 38) clearly undermine Alba’s empowerment as a 
young woman and deny her resemblance to what he would consider a plausible female 
representation. 
More significantly, gratuitous over-sexualised descriptions of Alba’s body become the norm from 
the very beginning of the novel, and rather than contributing to the development of the plot, seem to 
confirm Louise Johnson’s claim that ‘Pedrolo is locked into erotic excess in a way that is difficult to 
reconcile with his professed pro-feminist stance’ (1999, 38). Even if Johnson’s conclusion comes as 
a result of her analysis of other Sci-Fi works by Pedrolo – Crucifeminació (1981/1986), La creació 
de la realitat, punt i seguit (1984/1987) and Totes les bèsties de càrrega – I argue this is also a 
feature in the case of Mecanoscrit del segon origen; not even ten pages into the novel, we find 
fragments with graphic descriptions of Alba’s partial nudity such as ‘tot seguit, sense recordar-se 
que la brusa ja no li amagava les sines, va arrencar a córrer camí avall’ (1986, 16) and ‘va saltar un 
mur alt on s'enganxà un carnal dels shorts, que van obrir-se de dalt a baix, retinguts només per la 
trinxa’ (1986, 17). These random descriptions not only contradict the previous claim by Santaularia, 
but reinforce Geraldine Cleary Nichols view of these portrayals rendering Alba ‘a teenager who 
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parades half-dressed through the book’s pages’ (2005, 264). The only purpose of these depictions is 
to highlight the sexual nature of Alba’s body while engaging the reader in voyeuristic practices. As 
Johnson notes quoting Susan Rubin Suleiman, descriptions of such a kind may provide the author 
with ‘a continual source of sexual excitation stimulating the writing process’ (Suleiman 1985, 384). 
In contrast, there is an absolute absence of similar depictions targeting the male body of Dídac 
throughout the novel. Instead we indeed find a very well defined pattern in Alba and Dídac’s 
interaction according to their gender roles. The assertion that ‘“woman” is always potentially 
“mother” in Pedrolo, but rarely is “man” also “father”’ (Johnson 1999, 42), is confirmed by Nichols 
when she notes how Alba ‘nurses him (Dídac) when he gets sick, teaches him, washes his clothes, 
cooks for him and, above all, broods him, awaiting his sexual maturity so that she may be 
transformed into the complaisant mother of a new human race’ (2005, 264). Alba becomes the 
complaisant mother figure the very moment she saves Dídac from drowning in the lake, as their age 
difference prompts Alba to take on the role of Dídac’s deceased mother. Alba is then fourteen and 
Dídac is only nine. The boy’s relatively early coming of age – Dídac is barely fourteen when the 
two engage in sexual intercourse – does not free Alba from the mother role, but simply converts it 
to that of ‘potential mother’ and later ‘the mother of Dídac’s child’. The moment Dídac realises she 
is pregnant, we observe his over-protective take on the ‘father’ role in comments such as ‘–Ara 
t'hauràs de cuidar molt; no et deixaré fer cap feina pesada’ (Pedrolo 1986, 144), which stir some of 
the few moments of tension between the two characters: ‘també hi va haver alguna discussió per 
motius ridículs, com quan un matí l'Alba es trobà que el noi li prohibia de nedar per por de 
perjudicar la criatura’ (ibid). What becomes clear is that, despite briefly showing us and 
undermining the unnecessarily patronising male view through Dídac, rather than trying to analyse 
the young man’s role as a father in depth, the author chooses to focus completely on Alba as a 
mother instead, and uses Dídac’s innocence as a prism from which to see Alba’s behaviour during 
her pregnancy. He talks about ‘una etapa de melangia i de llàgrimes’ (1986 158) in which Alba’s 
motherless condition is highlighted: ‘I més el desconcertava, encara, que evoqués, com feia a cops, 
la seva mare, la qual, somiquejava, li hauria fet companyia i donat consell’ (ibid). 
The focus of this novel on Alba’s motherhood is hardly disturbed by Didac’s fatherhood, as not 
very long after the baby is born, Pedrolo decides to kill off the male character, leaving Alba in a 
very similar situation to the one presented in the first pages. The cycle starts again and Alba 
becomes the mother of a son who in another twelve years – as she clearly wishes during the last 
lines of the novel – will help her to become a mother of a new child. Thus, it becomes very clear in 
Pedrolo’s account that motherhood has not only become Alba’s expected primary role in the novel 
– as would normally be the case in a last man narrative whose characters are trying to repopulate the 
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world – but also an enterprise in which failure is not an option; the catastrophic effects of such 
failure are presented through an old woman the two teenagers encounter while sailing along the 
Italian coast: 
Era en una mena de cova que feien els enderrocs, on només hi havia un jaç de robes 
desordenades i un bressol que ella gronxava tot cantussejant. Dins del llitet es distingien uns 
quants ossos; eren tan petits que devien haver pertangut a una criatura d'un parell d'anys a 
tot estirar. (Pedrolo 1986, 139) 
 
The reader learns that the old woman’s insanity stems from the traumatic experience of her baby’s 
death, probably from illness or malnutrition; lost in her lunacy, the lady approaches Alba offering 
the tiny bones of the dead baby, gesturing towards the teenager’s milk-swollen breasts, as if under 
the assumption that they could still nurture her lifeless baby. With this encounter, Alba is not only 
reminded of her responsibility towards the nation, but also confronted with the devastating effects 
posed by the inability to fulfil the role of mother; her fertility and motherhood are, by contrast, 
reinforced through this episode. 
The achievement of pregnancy, however, poses little obstacle to the writer’s focus on the 
sexualisation of Alba’s body; Pedrolo describes at length Dídac’s reaction to her burgeoning 
sexuality during this period, as on occasions she ‘despertava tota llangorosa i tendra, devorada per 
una sensualitat absorbent, com si tota ella fos una zona erògena sense solucions de continuïtat que 
vibrava amb una febre sostinguda i voluptuosa’ (Pedrolo 1986, 170). This sexualised depiction of 
pregnancy continues throughout the novel, reaching its climax after Alba gives birth, her first 
thought being about sexual pleasure: 
Ara sabia una cosa que mai no li havia dit ningú, que mai no havia llegit en cap text 
especialitzat: que, al moment de ser mare, una dona pot conèixer un gran èxtasi voluptuós. 
(1986 159) 
 
Most problematic above all, however, is the tendency observed in other works to connect these acts 
to violence: ‘the novelist’s fixation with the processes of childbirth, with woman as mother, or 
potential mother, and the violence that may be done to the rituals surrounding procreation’ (Johnson 
1999, 39). However nuanced this association may be in the case of this post-apocalyptic novel when 
compared to others such as the already described case of Totes les bèsties de càrrega, there is still a 
fragment with a clear reference to this type of violence in which Alba is under the threat of being 
raped by a group of strangers the couple come across on an Italian island. Unlike the more graphic 
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scene in the 1984 television adaptation,47 the novel does not describe an attempt at sexual assault 
against Alba, but still emphasises the obscene behaviour of the attackers, who ‘van sortir del refugi 
del parapet i se’ls van atansar una mica sense preocupar-se d’amagar l’engrescament que els 
provocava la presència d’una noia com l’Alba, ben a l’inrevés’ and their clear intentions: ‘van 
bescanviar unes paraules tot mirant-se en Dídac. Era clar que tenien la intenció de matar-lo abans de 
llançar-se sobre la noia’ (Pedrolo 1986 132). 
Despite the fact that this episode highlights the writer’s inability to avoid erotic excess in his 
narrative, it is my belief that there is also room to read the female body as a metaphor of the Catalan 
nation in this novel. An analysis that looks at geo-locating instances in which Alba’s body is at 
stake will give us insights into how her body relates to the twentieth-century Catalan body politic 
and the forces playing with and against it. As the national allegory created by Pedrolo is not only 
sustained by the post-apocalyptic scenery in which the characters interact but also through the 
deliberate stress on the figure of Alba as mother/nation, examining the chronology and location of 
the processes surrounding Alba’s sexuality adds an additional layer of meaning to the landscape. 
Figure 8. Kepler visualisation of Alba’s sexuality in Mecanoscrit del segon origen. 
 
In Figure 8 above, such layer has been added through the couple’s journey, colour-coding the 
different stages of Alba in relation to sexuality and reproduction. In lime green we see Alba’s initial 
 
47 In the 1984 TV3 adaptation of the novel, the scene in which Alba and Dídac are attacked by the three survivors on 
an island shows how the attackers manage to knock Dídac unconscious to the floor and capture Alba. It is only after 
they have partially undressed her and are about to sexually abuse her that Dídac manages to come back to 
consciousness and frees her from the attackers. 
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stage, a virgin teenager who is also acting as Dídac’s mother; in pink we see the period in which 
Alba is – according to the novel – sexually active, from the first sexual experience with Dídac in 
Tossa to her pregnancy; in purple and turquoise we see ‘pregnant’ and ‘attacked’ Alba respectively, 
as they happen at the same time according to Pedrolo; finally, in orange, we see the status of Alba 
as ‘mother of Mar’. 
Consider for instance the moment in which Alba’s body transforms from being ‘verge i bruna’ 
(1986 13) to ‘bruna i prenyada’ (1986 153).48 Considering the fact that the structure of the novel 
resembles that of biblical texts,49 it is not difficult to see Alba as the author’s own interpretation of 
female biblical figures such as Eve or even the Virgin Mary. Again, representations of this kind are 
not unique to this Sci-Fi novel; Johnson’s words on the female character in Crucifeminació – ‘the 
virgin martyr has been subsumed into the eternal womb which now becomes itself a focus of 
adoration. Devotion is sexualized, woman understood metonymically as womb’ (Johnson 1999, 42) 
– can in a way be applied to the way in which Alba’s virginity is perceived in the novel. 
The exact location where this ‘virginal status’ changes is on a beach in the coastal town of Tossa de 
Mar, eighty kilometres north of Barcelona. Tossa is not only the place of Alba and Dídac’s sexual 
awakening but also their last contact with Catalan soil before heading towards foreign territory in 
their trip along the Mediterranean coast – ‘una fita en llur vida, ja que, com recordà ella, quatre 
mesos enrera hi havien desembarcat com uns infants i, en embarcar de nou, eren home i dona’ 
(1986 148). From this moment on, Alba’s potential motherhood becomes the object of a dispute 
between two opposed male forces, Dídac, on the one hand, and the Italian aggressors50 they will 
soon meet somewhere close to Manarola, on the other. In fact, only two days before this encounter, 
close to Nice, Alba ‘es va despertar amb el bikini tacat de sang i, alhora, se n’alegrà i en tingué pena, 
ja que en el fons no li hauria fet res de quedar prenyada’ (Pedrolo 1986, 130), suggesting that the 
moment of conception – probably in Taormina – took place at around the same time as the attack. 
 
48 At the beginning of each of the five books (quaderns) of which Mecanoscrit del segon origen is composed, Pedrolo 
uses the same formula –whose words have become significant to the novel– to describe Alba’s age and her status as 
a virgin, a pregnant woman, or a mother respectively, together with a repeated allusion to the tone of her skin being 
brown ‘bruna’. Thus, we have TT/1: ‘(1) L'Alba, una noia de catorze anys, verge i bruna’, TT/2: ‘(1) L'Alba, una 
noia de quinze anys, verge i bruna,’ TT/3: ‘(1) L'Alba, una noia de setze anys, verge i bruna,’ TT/4: ‘(1) L'Alba, 
una noia de disset anys, verge i bruna’, TT/5: ‘(1) L'Alba, una dona de divuit anys, bruna i prenyada’ and the final 
paragraph of TT/5: ‘(61) I jo, l'Alba, una mare de divuit anys’ describing Alba’s age and sexual status throughout 
the novel. 
49 Mecanoscrit del segon origen is presented in a very particular format that resembles a biblical text. It consists of 
five different ‘Quaderns’ whose themes –‘destrucció i salvació’ (destruction and salvation), ‘por i estrany’ (fear and 
longing), ‘sortida i conservació’ (departure and conservation), ‘viatge i amor’ (travel and love) and finally ‘la vida i 
la mort’ (life and death)– of a universal nature, could feature in any religious book’s index. Besides, we also find 
the paragraphs in each ‘Quadern’ numbered, in the same style as biblical chapters and verses. 
50 It is perhaps noteworthy that Italy was one of the nations who aided General Franco’s bomb attacks on different 
Catalan cities, mentioned before in this article, and it was in fact Italian and German planes that undertook the 
bombings. 
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I suggest then that there is a very important turning point in this specific moment of the novel, in 
which a fight for the future of the nation arises, a combat described in reproductive terms and whose 
outcome is to be decided between male actors: on the one had we have Dídac, representing the new 
Catalonia through the figure of the ‘nouvingut’ and on the other, the aggressors, reminding the 
reader of the difficulties faced by Catalan as a minoritised culture in a position of subalternity. The 
landscape for this fight is none other than Alba’s body, and the triumph of Dídac over the strangers 
may symbolise Pedrolo’s idea of how Catalonia should overcome the long period of oppression. 
Seeing Alba’s body as landscape in the national allegory created by Pedrolo acquires particular 
importance when Dídac’s character is erased from the equation during the last moments of the 
novel, as Mar – the child born from the union of these two teenagers – will grow up like the 
Catalonia envisaged by Pedrolo, who has a mother/nation but not a father/state. By killing ‘the 
father’ in his narrative, Pedrolo is alluding to what for him should be the ultimate objective of the 
Catalan nation; resistance from that position of subalternity with the hope to eventually emancipate 
itself from the oppressive political and cultural control of the Spanish state. If for Johnson ‘the 
literal and symbolic import of the mother figure’ in La creació de la realitat, punt i seguit 
‘foreground[s] the distortion of social and personal relations under totalitarianism’ (1999, 39), the 
presence of such a figure in Mecanoscrit del segon origen conveys Pedrolo’s reaction to the 
opportunities posed by the eminent decay of the regime. Furthermore, the issue of reproduction 
acquires paramount importance in the last lines of the novel, as Dídac’s death means that Alba’s 
only chance to repopulate the world will be by means of incest: 
I jo, l'Alba, una mare de divuit anys, em vaig mirar en Mar, que plorava al bressol, i vaig 
pensar que tot just seria una dona de trenta quan ell en fes dotze. I en el fons del meu cor 
vaig desitjar ferventment que fos tan precoç com en Dídac, el seu pare; si ho era, encara 
podria tenir uns quants fills del meu fill… (Pedrolo 1986, 184) 
 
The fact that Alba’s ability to successfully reproduce will determine the future of the new Catalan 
nation envisaged by Pedrolo reinforces the idea that ‘women as mothers and child-bearers are 
traditionally and inevitably integrated into the ideological structures of nationalisms, and their 
forcible “recruitment” to the cause is similarly conventional’ (Johnson 1999, 37). Nira Yuval-Davis 
explores the same idea when referring to the issue of national reproduction in Israel, in particular 
when analysing the role of Jewish women in the nation-building process: 
If, at the beginning of the zionist endeavour, it was the Jewish mothers in the Diaspora who 
produced human power for the Yishuv settlement in Palestine, it was now the ‘duty’ of the 
Israel Jewish mothers to produce even more children for the sake of the Jewish people as a 
whole. (Yuval-Davis 1989, 98) 
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Yuval-Davis also analyses the discourse of ‘People as Power’ according to which ‘the future of “the 
nation” is seen to depend on is continuous growth’ (1995 29), which in the case of Mecanoscrit is 
of extreme urgency due to Alba and Dídac, and later Mar, being the three – and eventually two – 
only survivors on the face of Earth that we know of. Thus, the female body and its reproductive 
apparatus is ultimately put at the service of the nation, fulfilling – at the expense of objectification – 
the imperative mission of nation building.  
With this in mind, the repeatedly claimed ‘alliberament sexual de la dona’ supposed to be enjoyed 
by Alba in Mecanoscrit del segon origen is – according to the map – limited to four geographical 
points (from Tossa to Manarola), as in the previous points in the story she had to perform the duty 
of mother to Dídac and from the attack onwards she becomes pregnant and later mother of Mar. 
More than sexual liberation Pedrolo condems Alba to sexual enslavement, as in order to perpetuate 
humankind she will be bound to reproduce again – this time, by means of sexual intercourse with 
her own son. This goes some way to disprove the pro-feminist stance of a novel inscribed in a 
genre– Sci-Fi – that offers limitless creative possibilities to solve the problem of reproduction, as 
the 1915 post-apocalyptic novel Herland did nearly six decades before this novel was published. In 
this work, feminist writer Charlotte Perkins Gilman describes a utopian society formed only by 
woman who are able to reproduce asexually via parthenogenesis. According to Stephanie Peebles 
Tavera, this natural reproductive process seen in bees or ants is used by Gilman in opposition ‘with 
the natural reproductive process of humans – fertilization – as a way to argue for body autonomy 
among women’ (2018, 6), while Jennifer Hudak argues that ‘simply by eliminating the men from 
her utopia, she (Gilman) emphasized the “human” qualities rather than the “female” qualities of the 
Herland women, who are independent, strong, and unafraid’ (2003, 457). In contrast, Pedrolo 
decides to abandon Alba to an eternal cycle of male dependant reproduction, in which any 
‘alliberament de la dona’ seems implausible. 
Furthermore, Pedrolo’s choice of some of the sites mentioned shortly before the couple are about to 
leave the Principat to embark on their sea voyage, indicates an intention by Pedrolo to remind 
readers of their historical importance. During the first exploration of the city of Barcelona by Alba 
and Dídac the writer refers to places that may have a biographical background, as in the case of one 
building on the Rambles – ‘una sala on hi havia un escenari i tot de tauletes i cadires; devia haver 
estat un local de festes, probablement un cabaret’ (Pedrolo 1986, 98) – probably corresponding to 
El gran café catalán, a cabaret located at the beginning of the Rambles, and other references to 
Barcelona’s Ciutadella and the Palau Nacional. There are two specific sites that have a more direct 
connection with the Catalan socio-political context in the twentieth century. We are talking about 
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Can Tunis and el Camp de la Bota, which are the last two places visited by the teenagers before 
they face the sea. 
The first of these places, Can Tunis, evokes not only the enormous transformations that 
industrialisation and mass immigration had on urban configurations, but also the disastrous effects 
that the Civil War had on some areas in the city. In his most famous work Els altres catalans (1964), 
Paco Candel talks about this neighbourhood with the authority that only a former resident can, 
describing the agricultural and fishery past of this coastal zone of Barcelona:  
A Can Tunis, el barri que ha donat nom a la zona, també hi havia pescadors. Com que els 
barris eren molt vells, ja hi havia catalans que n’eren fills. Hi havien [sic] algunes indústries, 
aquestes fàbriques velles i tronades de la industrial Catalunya vuitcentista. Altres catalans de 
nissaga d’aquells verals eren els pagesos, els antics propietaris de les masies que s’estenien 
per tot el pla de la Marina, des de Montjuïc fins al Prat, algunes ben carregades de tradició i 
noblesa. (Candel 1964, 60)  
 
Candel chronicles the disappearance of these autochthonous trades’ blaming ‘(u)na ona industrial 
catalana escombrant una pagesia també catalana i arrossegant darrera seu una mà d’obra forastera 
que menysprea però que ella mateixa ha fet imprescindible’ (Candel 1964, 60). He goes on to 
describe the transformation of these areas into shantytowns, where the proliferation of shacks was 
the quick response to the same massive wave of immigrants arriving in Barcelona during and after 
the turn of the century. But the toughest turn in Can Tunis neighbourhood was the 1938 bombings 
by the Italian Savoia planes, previously mentioned in this chapter. The interest of the Fascist side in 
destroying the CAMPSA factory located in the neighbourhood at the time made them bomb the area 
on two occasions: the first one on 10 November 1936, by the Francoist ship Canarias, and a second 
time on 11 January 1938, as part of the massive bombings by the Italian allies who supported 
Franco’s campaign (Rubio 2016). The bombing of an area already occupied by the poorest sectors 
of Barcelona’s population contributed to a gradual depopulation of the area; by the 1970s, Can 
Tunis would eventually become one of the most infamous drug-abuse spots in Barcelona. A similar 
case is found in el Camp de la Bota, where the same phenomenon of barraquisme had originated 
through the massive immigration during the turn of the century. El Camp de la Bota was also a 
place affected by the Spanish Civil War and Francoist dictatorship; while the 1938 bombings did 
not particularly affect the area, the place itself was a key space of repression for the Franco regime: 
Since the fifties, it was here that most of the Spanish immigrants found themselves: having 
come to the city full of hopes, they encountered the reality of the shantytown. But above all, 
it was in this area that, from 1939–52, the Franco regime executed about 1,700 people. ‘My 
alarm clock was at seven o’clock in the morning when they shot the prisoners. And by the 
number of coups de grâce I knew how many had died every day’, was how the priest Pere 
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Ribot from Sant Adrià recalled the dawns of 1941. The last executions took place on 14 
March 1952, thirteen years after the end of the Civil War. (Abad 2004) 
  
Pedrolo’s intention at the time of writing the novel was to give visibility to these sites of memory. 
Little did he know what would eventually end up happening to the site in 2004: a case of spatial 
fetishisation that Natalia Núñez addresses as historical erasure:  
The politics of selective ‘monumentalization’ of urban enclaves contrasts strongly with the 
obliteration of other sites of popular memory from the city maps. The most notorious 
illustration of this process of historical erasure from the city can be found in the location of 
the main site of 2004 Universal Forum of Cultures at the infamous Camp de la Bota where a 
significant number of executions took place during the dictatorship. (2012, 95) 
 
Thus, I argue that Pedrolo’s representations of space in this novel – rather than being anecdotal or 
attempting to highlight the most iconic buildings or areas in the city – focus on giving visibility to 
sites of memory and often peripheral spaces that embody the socio-political struggle of twentieth 
century Catalonia. Throughout my argument, I have also attempted to venture a political reading 
that encompasses Pedrolo’s use of the female body as a geographical canvas, while questioning the 
canonisation of the novel and the influential figure of Alba as a twentieth-century Catalan feminist 
icon. Pedrolo’s use of the national allegory in connection with the defiling of the female other can 
be extrapolated to the way in which, in post-colonial literary contexts, the occupying culture forces 
itself upon the colonised other, by means of feminising and objectifying it. 
Pedrolo’s portrayals of Alba’s motherhood may function as acts of resistance under the shadow of 
the unwanted father figure personified by the Spanish state and ultimately by General Franco; the 
infinite possibilities Alba and Dídac are presented with in this ‘second origin’, as the only survivors 
of a post-apocalyptic Catalonia that is imagined by the writer in utopian postfrancoist terms, are 
reminiscent of the ‘new beginnings’ promised by the advent of post-dictatorship times. 
 
The Chronotope in Aquesta matinada i potser per sempre 
First published in 1976, Manuel de Pedrolo’s Aquesta matinada i potser per sempre is a Sci-Fi 
novel considered by Antoni Munné-Jordà as Pedrolo’s most accomplished contribution to the genre. 
Opening in the year 2147, the novel focuses on the effects produced by contact between an alien 
being and our civilisation, following the steps taken by the Fundació Malleu, an organisation which, 
we later discover, has dedicated almost two centuries to investigating this contact and waiting for 
possible recurrences. The book’s eleven chapters are presented as a ‘collage’ of documents relating 
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to the alien incident: a police file containing several newspaper articles; the notes and essays of 
scientist Marc Bega; communications between researchers at the Fundació Malleu; police 
statements and police surveillance of the Fundació. Pedrolo thus constructs a fragmented yet 
carefully interwoven narrative in the style of the Nouveau Roman, which permits him to interrogate 
traditional modes of literary realism. 
The first documents presented in the novel are from the year 2147, which introduce the Fundació 
Malleu and the villa the organisation has acquired in order to maintain surveillance of the 
surrounding neighbourhood, the Barri del Carmel, the main location in Barcelona for the events 
recounted in the novel. On 6th April, one member of the Fundació alerts his colleagues to the 
sudden appearance of an extra-terrestrial being. The police, along with the reader, are led to suspect 
that the team had some idea of the date and time the creature would arrive. Indeed, the novel 
includes reports of a previous visit of the alien creature to the same location back in 1991. On that 
occasion, the creature was attacked with a garden fork by Jaume Migrany, a down-and-out alcoholic 
living in one of the shacks in the area, and vanished into thin air. Understandably, the suspected 
murder caused considerable commotion in the neighbourhood, which the reader learns more about 
through the novel’s inclusion of newspaper clippings published at the time of the incident. 
Besides a series of police interviews with members of the Fundació, whom a special team of 
detectives are in charge of monitoring, the novel also features an interview with Marc Bega, a 
scientist who plays an important role in the novel – not only because of his research based on his 
own encounter with the creature, but also because of the overall significance of his narrative. 
Through the analysis of Bega’s diaries, ‘Dels papers públics d’en Marc Bega (1979-1991)’ – 
consisting of 62 pages of Bega’s pseudo-scientific essays in which he theorises about time and 
space and interdimensional travel, I propose an allegorical reading of the novel, arguing that the 
chronological and spatial implications of Bega’s writings reveal Pedrolo’s underlying agenda. It is 
also important to highlight the role of one the members of the Fundació, Galba Puigmal, who tries 
to travel back with the alien to its galaxy. As the experiment takes an unexpected turn and Galba is 
instead transported to 1923 Paris, Galba recounts the recrudescence of interclass struggle in 
Barcelona through a letter she writes to her colleagues living in the future. In her missive we 
remember such crucial events as the assassination of El Noi de Sucre, and the installation of the 
military dictatorship of Primo de Rivera. 
The author’s portrayal of Catalonia’s socio-political landscape is often enacted through either 
deviant representations of Catalan landscapes, such as the post-apocalyptic Catalonia in 
Mecanoscrit del segon origen we just mentioned and the dystopian society depicted in Totes les 
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bèsties de càrrega (1965). Thus, the author relies on these formulae to encrypt his anti-regime 
agenda and bypass censorship. As Pep Albanell wrote:  
(L)a ciéncia-ficció permet a l’autor penetrar més profundament en la realitat històrica que 
està vivint –o patint–, transcendir-la, extrapolar-la, per posar més en evidéncia les seves 
contradiccions. I tot això sense desconnectar-se del seu món actual. (Albanell 1977 60) 
 
By analysing some of the ways in which space is represented, transformed and attached to a 
determined chronological frame in Aquesta matinada i potser per sempre, I want to address the 
clarity with which Manuel de Pedrolo’s literary efforts stand out among those of his contemporaries 
as a concerted effort to reduce the imbalance between Spanish and Catalan literary spaces within 
the Països Catalans, a territory that the author often describes as colonised. In order to do this, I 
argue that his work can be approached through an allegorical post-colonial reading, as, drawing on 
Fredric Jameson’s words, they ‘necessarily project a political dimension in the form of a national 
allegory’ (1986 69). The novel includes many pertinent temporal and spatial references central to 
my analysis, starting with the year it was written, when the transition to democracy was being 
negotiated in Spain, against the backdrop of demands for Llibertat, Amnistia i Estatut d'Autonomia 
in Catalonia. If in 1974 Mecanoscrit del segon origen’s post-apocalyptic scenery served Pedrolo 
‘not only to recreate his childhood and portray rural Catalonia, but also to alert the readers to the 
necessity of reconstructing Catalan culture’ (Nilsson-Fernàndez 2013 20), then the descriptions of 
Catalan urban space in Aquesta matinada i potser per sempre aim to engage in a negotiation with 
collective memory through allegorical encryption, whilst adding spatial representations of the city 
of Barcelona and its streets to the existing Sci-Fi tradition. 
Figure 9. Kepler visualisation of the Catalonia in Aquesta matinada i potser per sempre 
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In Figure 9 above, a predominance of urban Barcelona over the rest of Catalan territory can be 
clearly shown, and as we can see from the beginning of the novel, these urban locations are very 
carefully chosen, as it will be later shown in Figure 10. While not exactly specified, the location of 
the inter-dimensional portal used by the extra-terrestrial being to enter our world is described as 
being near a villa in the ‘Barri del Carmel’. Pedrolo sets the novel in one of the many districts to 
which immigrants – seeking work in the industrialised and rapidly-expanding Barcelona – flocked 
from the early twentieth century onwards. It is precisely these types of neighbourhood, which 
would become centres of instability and social turmoil, that Pedrolo selects for the novel’s main 
action; the author’s decision to use a villa instead of a more modest building for Fundació Malleu’s 
surveillance headquarters is undoubtedly a reference to the other representatives of the early 
twentieth-century clash between classes. As Ramos and Roca’s exhibition explains, there was also 
room in el Barri del Carmel for ‘petites urbanitzacions de casetes amb jardí que Sant Martí, Gràcia, 
Horta i Sant Gervasi deixaven construir prop dels seus límits territorials’ (Ramos i Roca 2014, 2). 
This more exclusive type of accommodation contrasts with the poorly built ‘barraques’ sharing the 
same space, and highlights the inequalities and injustices fuelling the class struggles that would 
ultimately facilitate General Primo de Rivera’s rise to power in 1923, the same year to which Galba 
Puigmal travels. 
Figure 10. Kepler visualisation of the city of Barcelona in Aquesta matinada i potser per sempre. 
 
Bakhtin’s notion of the chronotope, that is, ‘the intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in literature’ (1982 84) can be used to deepen our 
understanding of Pedrolo’s treatment of these two dimensions: 
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(In Bakhtin’s) literary artistic chronotope, spatial and temporal indicators are fused into one 
carefully thought-out, concrete whole. Time, as it were, thickens, takes on flesh, becomes 
artistically visible; likewise, space becomes charged and responsive to the movements of 
time, plot and history. (Bakhtin 1982 84) 
 
Aquesta matinada i potser per sempre’s chronotope encompasses references to Catalan history from 
1923, the year marking the dictatorship of Primo de Rivera and its threat to Catalonia and its culture, 
until 1979, the initial date of Marc Bega’s papers and the year when the Statute of Autonomy of 
Catalonia was passed by referendum, leading to the reinstatement of the Generalitat. This history is 
documented through a series of events that occur not only non-chronologically, but also in different 
branches of the plot. Unlike the chronotope of the Greek romance, described by Bakhtin as ‘the 
most static of chronotopes’, in which ‘the world and the individual are finished items, absolutely 
immobile’ (1982, 110), Pedrolo’s chronotope is an attempt to comprehend the transformation of 
Catalonia during the twentieth century; while in the case of the chronotope of the Greek romance 
‘nothing in its world is destroyed, remade, changed or created anew’ (idem), Pedrolo’s chronotope 
encompasses the rise of Primo de Rivera’s dictatorship, the proclamation of the Second Republic in 
1931, the Spanish Civil War (1936-1939), the forty years of General Franco’s dictatorship and the 
death of the dictator in 1975 and subsequent transition to democracy. Even if these events do not 
appear in the novel’s main plot, there are a number of references to them. For instance in Marc 
Bega’s biography: ‘el pare s'havia hagut d'exiliar a conseqüència de la guerra civil que assolà el país 
entre els anys 1936 i 1939 i la seva mare, que malaltejava, no podia treballar d'una manera seguida’ 
(Pedrolo 2000, 232). As Xavier Ferrer Trill explains, ‘(l)a voluntat de recuperar una realitat perduda 
era el que explicava que l’escriptor imaginés aquest temps referencial a través de la literatura’ (2016, 
74), due to Pedrolo’s realisation that safeguarding the collective memory of the Catalan nation was 
at stake; ‘[e]ls fets, cal repetir-ho, són elusius, els detalls es van difuminant en el temps i els 
reconstruïm perquè ens restitueixin la impressió d’un moment passat, viscut, que ha estat nostre’ 
(Pedrolo 2000, 117). It is worth noting that the writer, by positioning the main action of the novel 
and the production of this narrative collage in the future (2147), is using Bakhtin’s historical 
inversion to reinforce the presence of the past in the novel: 
This peculiar ‘trans-positioning’, this ‘inversion’ of time typical of mythological and artistic 
modes of thought in various eras of human development, is characterised by a special 
concept of time, and in particular of future time. The present and even more the past are 
enriched at the expense of the future. (Bakhtin 1982, 147) 
 
There is also a clearly cyclical nature to the narrative chronotope exploited by the author in the 
novel. If Spanish politics during the period prior to 1976 already displayed a cyclical tendency with 
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a succession of democratic/dictatorial periods, that cyclical character is emphasised as the author 
describes the future as yet another repressive period in Catalan history: 
Vull confessar-vos que no em costaria gaire, ara que he superat el primer xoc, d’integrar-me 
a aquesta societat del segle XX; s’hi viu amb una tensió que estimula i que la humanitat 
desconeix des de la implantació obligatòria del Corix.  (Pedrolo 2000, 278) 
 
This could be the author’s way of indicating his disagreement with the Catalan political situation 
after the death of the fascist dictator. He sees this cycle through Bakhtinian eyes, as ‘a negative 
feature, one that limits the force and ideological productivity of this time. The mark of cyclicity, 
and consequently of cyclical repetitiveness, is imprinted on all events occurring in this type of time. 
Time's forward impulse is limited by the cycle’ (Bakhtin, 209-210). It is precisely the political 
stagnation created by the recurrent nature of historical events that Pedrolo denounces. It becomes 
clear, then, that Marc Bega is in fact voicing Pedrolo’s thoughts in those ‘papers públics’; ‘Pedrolo 
és, en certa mesura, els seus personatges’ (Ferré i Trill 2016, 70). The dates in the papers, 1979-
1991, become autobiographical and mirror the most politically active period in Pedrolo’s life, 1980-
1990, when his focus shifted to producing political articles in Catalan newspapers, thus reducing his 
fiction writing. There is also a clear intention by Pedrolo when he makes the character Galba 
Puigmal travel through space and time by crossing the inter-dimensional door at el Carmel 
neighbourhood.  
Figure 11. Kepler visualisation of the centre of Paris in Aquesta matinada i potser per sempre. 
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Besides taking the character back to the watershed year of 1923, it is significant that Galba appears 
in Paris, at an impossible crossroads that denotes an intentional distortion of spatial coordinates: ‘hi 
havia entrat per un lloc que no existia; el carrer Dauphine i el carrer de l’Arbalete mai no han fet 
cantonada…’ (Pedrolo 2000, 271). As Bakhtin argues: 
The chronotope of the miraculous world, which is characterised by this subjective playing 
with time, this violation of elementary temporal relationships and perspectives, has a 
corresponding subjective playing with space, in which elementary spatial relationships and 
perspectives are violated. […] what we get rather is an emotional, subjective distortion of 
space, which is in part symbolic. (1982 155) 
 
The symbolism behind these two worlds is reinforced by the title of Marc Bega’s book – published 
precisely in 1979 – Mons possibles. This title alludes to the possibility of a future in which 
Catalonia is not subject to the oppressive rule of the Spanish state. This possibility can only be 
explored by the female figure in the novel, Galba Puigmal, who, as in the case of Mecanoscrit del 
segon origen, represents the Catalan nation as a character trapped in an oppressive and dictatorial 
regime. If we are presented with Alba at Mecanoscrit del segon origen as ‘la mare de la nostra 
humanitat’, the role of the mother figure in Totes les bèsties de càrrega in yet another dystopian 
representation of Catalonia is an example of the recurrent use of this symbol in his works: 
La recerca de la mare del protagonista –que posteriorment a la publicació de l’obra Pedrolo 
relacionava amb Catalunya: una ‘mare’ sense ‘pare’, Estat – és el motiu que serveix per 
nusar un ambient […] que representa un “ordre” cultural orwel·lià […] en el sentit 
d’obtenir-ne obediència sense criteri. (Ferré i Trill 2016 147-148) 
 
As the character who is most successful in negotiating coexistence with the alien creature – a 
reflection on the linguistic and cultural duality faced by post-dictatorship Catalonia – Galba 
Puigmal is able to inhabit these two realities, these two spaces, with the knowledge and ability to 
comprehend them: 
jo he fet una experiència única; és a dir, si l’ha feta algú més, no ens n’ha deixat testimoni. 
[…]parlo d’algú d’aquest univers, d’algú que es pot fer entendre amb precisió, sense 
equívocs, perquè no ha de traduir d’un llenguatge a l’altre o, més important encara, d’una 
mentalitat a l’altra. (Pedrolo 2000, 272) 
 
Without a doubt, Galba expresses her desire to stay in that parallel reality, that ‘món possible’ 
where her mutant son will be accepted, as ‘en el nostre món no s’accepta, prou que ho sabeu, ningú 
diferent; els qui ho som, ho som d’amagat’ (Pedrolo 2000, 279). What Pedrolo also voices in this 
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novel is the need for an alternative reality that does not resemble the one described in the dystopian 
future of his twenty-second century Catalonia: 
[E]l progrés s’ha aturat, si no ha retrocedit lleugerament, des que es declarà obligatòria la 
implantació del ‘Corix’, gràcies al qual han desaparegut pràcticament la criminalitat i les 
actituds antisocials a canvi de perdre la capacitat creadora que feia avançar la nostra 
civilització. (Pedrolo 2000, 180) 
 
The implantation of the ‘Corix’, a surgical intervention by which ‘en un sentit autèntic, creador, 
l’home ja no sap, no pot, pensar’ (Pedrolo 2000, 225) functions as a reference to censorship and the 
coercive practices against freedom of expression during the Franco dictatorship. Similarly, it 
reminds us that a subject who is unable to think or create is also unable to remember. As Kathryn 
Crameri argues, ‘the producers of forms of culture that engage with questions of Catalan history are 
therefore important agents in the construction of the mythscape’ (2014, 74). By pioneering this type 
of allegorical representation of the Catalan landscape in his oeuvre, Pedrolo invites the reader to 
participate in that commemoration, and empowers him/her with the ability to make spatiotemporal 
connections that unveil, preserve and reconstruct historical and cultural memory. 
 
Conclusion 
Bound by the common urge to reconstruct Catalan identity by fostering culture and language, both 
the writer and the ‘dotzenes o centenars de criatures’ (Pedrolo 1962) he created succeed in 
projecting a multilayered depiction of the Catalan landscape in which notions of memory and 
violence are interspersed and encrypted in the form of a national allegory. His early career short 
stories ‘Procés interior’, ‘Orientacions’ and ‘Dèdal’ help the writer shape the image of the 
committed national writer he aimed at becoming, while the more complex reflection found in the 
short novel Introducció a l’ombra gives us an insight into the mind of an intellectuel engagé who is 
clearly aware of literature being an arena where power relationships can be subverted as evidenced 
in ‘Transformació de la ciutat’ and ‘El principi de tot’. By visualising both acts of transgression and 
the writing process in spatial terms, Pedrolo provides the reader with weapons of resistance against 
the powerful forces of capitalist control and repression portrayed in ‘Diners’ and ‘La mina’. The 
post-apocalyptic landscape in Mecanoscrit del segon origen is a reminder of the atrocities of the 
war and dictatorship but also leaves room for hope in the Catalan new generations to rebuild what 
was lost; hope is also encrypted in the ‘altres mons possibles’ offered by Aquesta matinada i potser 
per sempre. 
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Pedrolo’s uncompromising attitude towards constantly expanding his own literary universe answers 
only to his awareness of Catalan literature’s subaltern condition against the hegemonic power of the 
Spanish regime; if ‘in the third-world situation the intellectual is always in one way or another a 
political intellectual’ (Jameson 74), Pedrolo’s stance – which makes him one of the most prolific 
writers in Catalan literature – seems almost innate to his condition as writer. Unfortunately, so does 
his constant projection of certain anxieties that may arise from, as suggested by both Viladot (1990, 
56) and Johnson, from childhood trauma (1999 45), manifesting themselves in the shape of 
recurrent representations of violence against women. Even if in this chapter I have analysed some of 
these depictions as responses to violence and repression towards the Catalan nation, the constant 
excesses and gratuitous repetition of sexual aggression cannot be explained through allegoric 
readings only. As suggested by Johnson (1999),51 Pedrolo’s predilection for deviant practices of 
space – particularly those in which the female body is used/misused as landscape – may originate as 
a response, not only to the subaltern conditions in which his literary project is embedded, but also a 
clear inability to negotiate a non-violent space between him and the female ‘other’. As has been 
scrutinised in this chapter, the problematic depiction of violence in the gendered spaces of this 
corpus allows me to question the pro-feminist reading that has characterised most extant approaches 
to Mecanoscrit del segon origen to date (Martín, Moreno-Bedmar and Santaularia 2017) and to 
Manuel de Pedrolo’s general treatment of gender and sexuality. My own reading is closer to that of 
Johnson in her 1999 article, when – exploring Pedrolo’s novels Crucifeminació (1981/1986), La 
creació de la realitat, punt i seguit (1984/1987) and Totes les bèsties de càrrega (1965/1967) – she 
argues that: 
The representation of sexual repression comes to be interpreted as symbolic of political 
repression, and thus erotic excess in the form of violence done to women is frequently 
justified by invoking a work’s allegorical or abstractionist mode. Such violence is 
characteristic of writing that has to contend with tyranny. (37) 
 
By extrapolating some of Johnson’s arguments on these three novels to my own analysis of 
Mecanoscrit del segon origen and Aquesta matinada i potser per sempre, I have also entered into 
dialogue with scholars and teachers who defend the inclusion of these Sci-Fi works in the Catalan 
secondary education corpus, with the intention of giving visibility to an alternative way of looking 
at gender representations in these works that may enrich didactic practices associated with 
Pedrolo’s oeuvre. 
 
51 P. Louise Johnson clearly states in her analysis that ‘[i]t is not my present purpose, however, to establish the origins 
and nature of such trauma beyond any necessary contextualization: the fact that a disturbance of this kind may be 
traced in the textual unconscious will, I hope, be clear from my exposition’ (1999 39). 
 
 
 
 93 
By pinpointing instances in Manuel de Pedrolo’s narrative in which socio-political or cultural 
transformations become more visible – either through the highlighting of the altered nature of 
particular places or focus on the characters’ interaction and engagement with these spaces – this 
chapter has uncovered the extent to which some of the characters’ relationships with the space they 
occupy reveal the author’s own understanding of the relationship between literature and society – as 
informed by Sartre’s conception of the organic intellectual. Such an exploration of the role a writer 
should play within his own national literary space is in my view fictionalised in Pedrolo’s short 
story ‘Procés interior’. Furthermore, it has become apparent that many of these interactions with 
fictional spaces conjure notions of repression and control and at the same time subvert the 
established order and call upon ideas of freedom and revolution – thus symbolizing revolutionary 
movements in the Catalan context – as observed in the short stories ‘Transformació de la ciutat’ and 
‘El principi de tot’. Another of the devices used by the author – best illustrated by the post-
apocaliptic landscapes depicted in Mecanoscrit del segon origen – is the featuring of deviant 
representations of Catalan landscapes as a means to invoke collective memory through the 
pinpointing of specific socio-historical events key to twentieth-century Catalan cultural memory. 
Thus, the ‘new beginning’ promised by the tabula rasa nature of the post-apocalyptic Catalonia 
devised by Pedrolo can be read as a response to the author’s own anxieties about the future of his 
country. Finally, the use of the time-travel motif in Pedrolo’s last and most accomplished science-
fiction novel, Aquesta matinada i potser per sempre, has been read in relation to Mikhail Bakhtin’s 
concept of the chronotope. 
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Chapter 3. Winds of Crime: Manuel de Pedrolo’s Crime Fiction and 
the socio-political Transformation of Post-War Catalonia 
 
This chapter aims to explore the landscape, identity and socio-political context of post-war 
Catalonia through the crime fiction of Manuel de Pedrolo. By analysing how social and 
geographical space is represented in a range of works written from 1952 to 1974,52 I will investigate 
the ways in which Pedrolo’s narrative during these two decades reflects and responds to the changes 
in the Catalan socio-political landscape during this period, encompassing the years leading to the 
civil war, the conflict itself, the post-war years and the slow decadence of the regime during the 
1970s. The works I will look into in this chapter are one short story and five novels from the crime 
fiction genre. The short story ‘Impunitat’ (1938), belongs to the subgenre of locked-room mystery, 
and indicates Pedrolo’s intention to recreate this very specific type of story in the Catalan language. 
Es vessa una sang fàcil (1952) is Pedrolo’s first incursion into crime fiction in novel format, in the 
shape of a heist novel in which a gang of low-life criminals rob a bank but are betrayed by one of 
the gang members, thus generating a frantic cat and mouse chase across Catalan landscapes and 
moving the crime action into not only the urban scenery of Barcelona, but also in the rural 
periphery represented by areas such as the ‘comarques’ of Gironès and Alt Empordà. In L’inspector 
arriba tard (1953), we observe how the robbery of a factory safe – where the money for the 
workers paycheques was kept – turns out to be an inside job by an everyday family man struggling 
in impoverished post-war Barcelona. Joc brut (1965), the author’s most reprinted crime fiction 
novel – which also had a place in the Catalan educational canon – exploits the femme fatale trope 
through a plot driven by betrayal and vengeance, and depicting very clearly the economic 
inequalities in the Barcelona of the time. Mossegar-se la cua (1967), is a novel whose plot revolves 
around a kidnapping and an identity theft. Finally, his last crime fiction work Algú que no hi havia 
de ser (1972), offers a retelling of the heist story in his first novel – Es vessa una sang fàcil – but 
reflecting the socio-economic changes undergone by Catalonia in the twenty years separating the 
two works. My contribution to existing scholarship on Pedrolo’s crime fiction will consist of an 
exhaustive scrutiny of the geographical locations featured in the works in an attempt to reveal the 
particular socio-political significance these locations have within twentieth-century Catalan history. 
Besides, by including Es vessa una sang facil in my study – a novel that has recently been 
republished by Pagès Editors in 2018, but that has not received much critical attention, and was not 
considered by José F. Colmeiro’s 1989 study on Pedrolo’s crime fiction – my work will try to 
 
52 Despite the actual writing timeline being 1952-1974, with the exception of his early 1938 short story ‘Impunitat’, 
the fictional events depicted in these works often go back to prewar Catalonia. 
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widen and give further visibility to Pedrolo’s crime fiction corpus, paying particular attention to the 
way in which notions of centrality and peripherality operate in the texts. 
Before going into the analysis of the above-mentioned works, I aim to contextualise Pedrolo’s 
contribution to the genre of crime fiction in Catalonia in terms of his own original corpus, his 
translations of foreign noir classics into Catalan,53 the leading role he played as director of the 
Catalan language crime fiction collection ‘La cua de palla’ in the 1960s, and the influence he 
received from and brought to bear on fellow writers. I will also examine his conception of the genre 
as an active form of resistance against Franco’s regime, with the objective of analysing how he used 
it to inscribe himself into the Catalan literary space of the twentieth century. Furthermore, this 
chapter will explore how his depiction of certain social spaces and conditions indicates a level of 
commitment from the author to engage with the reader in an exercise of de-fetishisation of such 
spaces. I will use Lefebvre’s conceptualisation of fetishised spaces, through which he argues that by 
means of everyday engagement with the same familiar spaces, layers of meaning that may reside 
within them are forgotten and ultimately overlooked. Thus, the chapter will explore how Pedrolo’s 
oeuvre aims to de-fetishisise the twentieth-century Catalan spaces he depicts in an attempt to evoke 
notions of memory connected to the Catalan imaginary. Finally, this analysis will look at the 
representation of gender roles in the works, in order to examine if there is female agency in these 
spaces – beyond the stereotypical models of femme fatale – and paying special attention to the 
problematic portrayal of violence against women, in order to question the often pro-feminist stance 
attributed to the author by extant criticism. 
 
Demystifying Pedrolo as a Real-Life Detective 
On the cover picture of the 1956 Spanish translation of Georges Simenon’s Maigret et l’homme du 
banc (1953), edited by Edicions Albor, a man sits on a bench in an anonymous park in what appears 
to be a European city. Behind the bench there is a cobbled road, and in the distance, a tree-lined 
street with a couple of cars parked in front of an apartment building. From the man’s posture – 
turned to one side of the bench gazing at a street that partially disappears from view, and his clothes, 
a tailored suit, a fedora hat and elegant leather shoes, one might associate him with images of 
fictional detectives such as the commissaire Maigret. Even if one were to remove the mysterious 
 
53 Pedrolo translated many English and French language crime fiction novels into Catalan. These include Ross 
Macdonald’s La mort t’assenyala, James MCain’s El carter sempre truca dues vegades, and Sébastien Japrisot’s 
Parany per a una noia. In addition to these translations, he also translated numerous crime fiction works into 
Spanish language without signing them. For more information on his work as a translator, see Alba Pijuan 
Vallverdú’s work.   
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looking circular cut-off fade out filter applied to the picture and erase the title captions, the man in 
the picture would still look like the private detective in a typical crime fiction story. 
The actor posing for the picture is none other than Manuel de Pedrolo, and we know the European 
city is Barcelona because the picture was commissioned by a publishing house located in that city, 
Edicions Albor, also called the ‘Fàbrica Simenon’, due to the fact that its creation by Ferran 
Canyameres in the 1940s was initially intended to bring Simenon’s novels to Spanish and Catalan 
readers (Pla 2009 78). Pedrolo was not the only Catalan crime fiction writer employed by Albor; 
Rafael Tasis’s and Ferran Canyameres’s friendship, nourished by their shared experiences in exile 
in Paris, underpinned a strong literary and professional partnership (Pla 2009, 79). A remarkable 
product of this teamwork are the ‘catorze traduccions al castellà d’obres de George Simenon que 
(Tasis) va fer per encàrrec de Ferran Canyameres en la immediata postguerra, pro pane lucrando, 
en un temps rècord de quatre mesos’ (Coll-Vinent 2007, 99). 
But if we go back to Manuel de Pedrolo’s cameo on the cover of Simenon’s novel, seeing him 
playing the role of a private detective functions as an appropriate metaphor for the extraordinary 
way in which the figure of a writer can be idealised by readers. Uninformed accounts of Pedrolo’s 
career as a crime fiction writer tend to perpetuate the tale of Manuel de Pedrolo having worked as a 
private investigator himself. One can imagine readers in mid-twentieth century Catalonia buying 
Pedrolo’s crime fiction novels in the hope of reading first-hand accounts of the criminal underworld 
in Barcelona, signed by someone who – as a detective himself – must be writing from his privileged 
position in the line of fire. Pedrolo’s mysterious attitude as a secluded writer initially did little to 
dissipate these rumours, but the truth is that later in his career he would, on a few occasions, unveil 
the specifics of his involvement with the private investigator profession, thus undermining the 
glorified image that had been created around it: ‘… no et pensis que fos un treball engrescador, ja 
que tot plegat es reduïa a qüestions comercials, comprovació de referencies i tot de coses per l’estil. 
Com pots veure, res de novel·lesc” (Porcel 1970 24). In fact, as Maria Ginés clarifies, Pedrolo’s 
role at Behar. Información privada, the information agency run by an old childhood friend of the 
writer Francesc Armengou, was nowhere near as adventurous as Maigret’s: 
La feina consisteix essencialment a fer visites i a redactar els informes generats per aquestes 
visites […] Les investigacions es fan per a empreses que inquireixen sobre la solvència i els 
hàbits comercial d’altres empreses o persones, o que volen dades sobre un aspirant a un lloc 
de treball. També hi ha qüestions personals: sobre pretendents i possibles promeses, les 
seves famílies, la seva economia, el seu passat, la seva moralitat, en definitiva tot allò que en 
un poble no cal investigar perquè tothom ho sap. (Ginés 1994 234-35) 
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Despite this demystification of the figure of Pedrolo the ‘true detective’, it remains undeniable that 
the writer was one of the fathers of Catalan crime fiction. In the lines that follow, I will uncover the 
extent of his role in incorporating and promoting the genre in the Catalan tradition. However, his 
significance in the development of the genre must also be placed in relation to prior, contemporary 
and subsequent writers – such as Tasis and Fuster among many others. In the same way as the 
image of Pedrolo as a mysterious detective has distorted his reception, it may have also contributed 
to the erroneous belief that he single-handedly developed the crime fiction tradition in Catalan 
language. This is another myth that requires more nuanced consideration if he is to be correctly 
positioned within the development of the crime fiction genre in twentieth-century Catalonia. An in-
depth analysis of his trajectory and relationship with other writers will help to contextualise the 
extent of his role in the construction of the Catalan crime fiction tradition, whose origins go back to 
before his time. 
 
The Origins of Catalan Noir: From Tasis to Fuster through Pedrolo 
According to Àlex Martín Escribà, director of Crims.cat,54 the arrival of the crime novel on the 
Catalan literary scene came mainly in the shape of translations of foreign language works: Sir 
Arthur Conan Doyle’s Les aventures de Sherlock Holmes (1908) and Edgar Allan Poe’s Els crims 
del carrer Morgue (1918). The corpus of original Catalan crime fiction before Rafael Tasis and 
Manuel de Pedrolo consisted of sporadic contributions such as Cèsar August Jordana’s El collar de 
la Núria (1927) or an interesting parody of the genre written by Mercè Rodoreda in 1936, Crim. As 
Shelley Godsland argues, this ‘first crime novel written by a Catalan woman writer’ is 
‘considerably more irreverent than those of the British writers she emulated, and proved to be the 
ideal vehicle for the author’s tongue-in-cheek commentary on the Catalan bourgeoisie’ (2007, 146).  
According to Martín, the real formation of the genre in Catalan begins with the Rafael Tasis’ trilogy: 
La Bíblia valenciana (1955), És hora de plegar (1956) and Un crim al Paralelo (1960); Maria 
Aurèlia Capmany’s two novels Traduït de l’americà (1959) and El jaqué de la democràcia (1972), 
which, according to Godsland, ‘use the framework of the North American hard-boiled style – itself 
an eminently political sub-genre – to produce highly politically engaged texts structured to elicit 
readerly attention for the plight of her homeland under the Franco regime’ (2007 146). Martín 
finally acknowledges Manuel de Pedrolo’s contribution, suggesting that it was inspired by Tasis; 
even though Pedrolo’s works in this genre – Es vessa una sang fàcil (1952/1954), L’inspector 
 
54  Crims.cat is a successful crime fiction collection that has, since 2012, been publishing six works a year by Catalan 
and international crime writers and has reedited Pedrolo’s Algú que no hi havia de ser in 2018. 
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arriba tard (1953/1960), Joc brut (1965), Mossegar-se la cua (1967/1968) and Algú que no hi 
havia de ser (1972/1974) – appear chronologically in parallel to the novels of Tasis, Martín believes 
that Pedrolo was heavily influenced by him, as ‘l’amistat i el mestratge que Tasis va exercir sobre 
ell i el contacte amb Ferran Canyameres a l’editorial Albor van despertar l’entusiasme de l’escriptor 
lleidatà per conrear aquest tipus d’escriptura’ (Martín 2013). In fact, Rafael Tasis would be one of 
the minds behind the crime fiction collection ‘La cua de palla’ that Pedrolo would direct from 1963 
to 1970. The collection published a total of 71 titles under his supervision, mostly translations into 
Catalan of recognised European and North-American writers in the genre such as Raymond 
Chandler, Sébastien Japrisot, Pierre Véry, Georges Simenon and Margaret Millar, and according to 
the authoritative Història de la literatura catalana, one of its main aims was to enable Catalan 
literature to reach a wider audience:    
A inicis dels anys seixanta, en ple procés de revisió crítica del propi patrimoni cultural i 
d’apertura cap a determinades propostes culturals de l’Europa de postguerra, algunes veus 
assenyalaren la necessitat i, doncs, l’oportunitat de crear una literatura majoritària, d’ampli 
abast, pràcticament inexistent d’ençà 1939. L’objectiu: satisfer els interessos d’un públic 
teòricament més ampli, més especialitzat, i ja alfabetitzat en el coneixement de la llengua 
del país. D’aquí l’aparició de col·leccions de novel·la policíaca com ‘La cua de palla’ 
(1963-1970), d’Edicions 62, dirigida per Manuel de Pedrolo. (Riquer, Comas, Molas 1988, 
351) 
 
In her work Killing Carmens: Women’s Crime Fiction from Spain, Shelley Godsland contextualises 
Maria Aurèlia Capmany, who also translated a number of ‘La cua de palla’’s novels, and Manuel de 
Pedrolo’s incursion into crime fiction within their wider effort to revive the Catalan language in the 
1950s through the publication of popular genres: 
In the 1950s, Maria Aurèlia Capmany and fellow novelist Manuel de Pedrolo made 
concerted efforts to revive the fortunes of Catalan as a literary medium, despite the 
difficulties and even dangers that promotion of the language entailed at the time. They 
aimed to encourage the public to read in Catalan through the publication of popular genres, 
and part of their strategy initially involved the production of Catalan translations of novels 
in the French Série Noir and of key North American hard-boiled detective texts (Espelt 53-
94). Although Hart observes that Pedrolo felt he had failed in the particular aim of 
encouraging other Catalan authors to write in popular genres (1987: 67), during the 
dictatorship he, as well as Capmany, published a number of critically acclaimed crime 
novels written in Catalan. (2007, 140) 
   
The collection was also an opportunity for Pedrolo to launch two of his own works – Joc brut (1965) 
and Mossegar-se la cua (1968) – besides promoting the translations by fellow writers such as 
Capmany, Rafael Tasis, or Josep Vallverdú. Hart’s observation in the above quotation regarding 
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Pedrolo’s sense of failure responds to the difficulties experienced by the collection, which had to 
close in 1970. As we will see in the next section, Catalan noir was not as successful in the 1960s as 
it is nowadays, with the emergence of active collections such as crims.cat, Llibres del delicte, and 
Elles també maten, alongside two successful Catalan noir festivals, BCNegra – which celebrated its 
13th edition in 2018 – and Tiana Negra – now in its 5th edition. 
The failure of a collection such as ‘La cua de palla’ in its first phase55 indicate that crime fiction 
audiences in 1960s Catalonia were quite reluctant to consume Catalan noir. According to one of the 
literary autopsies performed after the death of the collection, the obvious economic difficulties of 
the Catalan publishing industry and the censorship of the Franco regime were not the only reasons 
behind the lack of success and the absence of Catalan writers among the titles of La cua de palla.56  
Paradoxically, the problem was that readers of crime fiction did not necessarily identify the genre 
with works written in the Catalan language, as when ‘el lector català es vol entretenir amb la lectura 
i acut a la novel·la policíaca – ara ve allò que sí podríem qualificar de fenomen autèntic – la llegeix 
bé en la llengua d’origen o bé, indefectiblement, en castellà’ (Saladrigas 1979 22). This attitude 
towards Catalan crime fiction by its target readership – noted by Saladrigas as late as 1979 – had 
already been mentioned by Pedrolo seven years earlier in an article in which he outlines the 
collection’s original intentions and the difficulties he faced as its director:  
La cua de palla va néixer amb unes intencions ben concretes: facilitar al lector català 
habitual una mena de literatura que fins aleshores havia hagut de llegir sempre en castellà (o, 
de vegades, els més privilegiats, en francès o en anglès) i proporcionar als nombrosos 
addictes del gènere poc preocupats per la llengua una oportunitat de practicar la nostra i, 
eventualment, d’interessar-s’hi, a l’hora de llegir altres llibres. (Pedrolo 1972 108) 
 
The difficult situation of the genre before the 1980s seems to validate Martín’s theory, which deems 
both Pedrolo and Tasis’ contributions to the genre to be of vital importance, yet not of enough 
weight to constitute a tradition; ‘tot eren penombres i foscors […] el panorama era més aviat 
raquític i desolador’ (Martín 2013, 9). He attributes the actual inauguration of the crime fiction 
tradition to the publication of De mica en mica s’omple la pica (1972) by Jaume Fuster, a writer 
who served as ‘la peça d’engranatge que va unir aquests primers escriptors amb tota la producció 
posterior’ (Martín 2013, 9). Among these new voices in the Catalan novel·la negra, Martín 
highlights authors such as Ramon Planes, Núria Mínguez, Lluís Utrilla and Llorenç Sant Marc, and 
he goes on to note how Fuster was instrumental in ‘el descobriment d’algunes primeres veus – 
 
55 There was a revival of this collection from 1985 to 1996, under the direction of Xavier Coma, with more than one 
hundred and fifty titles published. 
56 See Manuel de Pedrolo’s 1972 article in Serra d’Or: ‘Què falla, la cua de palla?’. 149, 1972, p. 44-46 
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importantíssimes dins la literatura de “lladres i serenos” – com Maria Antònia Oliver, Ferran 
Torrent, Josep Maria Palau i Camos, Isabel Clara-Simó, Margarida Aritzeta i Antoni Serra, entre 
d’altres’ (Martín 2013, 9). Like Pedrolo, Fuster was committed to the revival of the Catalan 
language and culture – he was one of the founder members of the Associació d’escriptors en llengua 
catalana (AELC) and the main proposer of the campaign ‘Català, llengua oficial’, which sought to 
promote the official status of Catalan language in the Països Catalans. This explains his dedication 
to the promotion of the crime novel as a means to create a new readership in the Catalan language 
and contribute to its linguistic normalisation. In an interview conducted by Marta Nadal in 1997, 
Fuster indicates that ‘quan Pedrolo crea ‘La cua de palla’ fa un manifest que diu així guanyarem 
nous lectors, és a dir, en el fons hi havia una clara voluntat de servei’ (Nadal 1997, 23).  
It is important to note that this attempt to normalise the Catalan language does not in any way imply 
the need to compromise over the linguistic quality of the novels within the genre. Despite the news 
of authors such as Mercè Rodoreda,57 Pedrolo’s standards when it comes to the use of Catalan 
language are, in fact, quite exacting. In an interview included in the book Les veus del crim (2013) 
by Anna Maria Villalonga, the Catalan crime fiction writer Andreu Martín narrates how, as a young 
aspiring author, he brought his first crime fiction novel to Pedrolo’s house, looking for the advice of 
a writer he considered a pioneer in the genre: 
Doncs bé, jo la primera novel·la miro d’escriure-la en català. Li dic Muts i a la gàbia i li 
porto a Pedrolo. Li porto a Pedrolo a casa seva, perquè jo encara en aquell moment no sabia 
com es feien les coses. Simplement vaig buscar l’adreça del Pedrolo a la guia telefònica i li 
vaig trucar i sí, sí, em va rebre. Va tenir l’amabilitat de llegir-se-la. Però bé, diguéssim que 
no la va considerar, la novel·la. 
 
No? 
No. Pedrolo em va desanimar una mica amb el meu català. 
Ah, vols dir que no la va considerar per la llengua? 
Sí. Em va dir que la novel·la no estava malament, però que l’idioma no… 
(Villalonga 2013, 204) 
 
Similar concerns are raised by Fuster in a later interview with Marta Nadal. The writer’s thoughts 
on the sudden development of the genre in the 1980s – a quarter of a century after the publication of 
his first crime novel – reveal his preoccupation about the future quality of the genre:  
I l’èxit de la creació de gènere fa que, cap a la dècada dels vuitanta, sorgeixi una allau de 
nous autors que tendeixen al gènere senzillament per assolir un èxit immediat. És aleshores 
 
57 In one of the letters that Sales and Rodoreda exchanged during their literary relationship, Sales encourages her to 
continue writing and criticises Pedrolo’s novels in the process: ‘més val una novel·la com aquesta (talking about La 
plaça del diamant) que no pas quaranta como les d'en Pedrolo’ (Rodoreda 2008, 114). 
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que s’esdevenen els grans desastres, perquè no s’ha arribat al gènere per passió o interès 
personal, sinó per tenir èxit fàcil. Això, és clar, genera menyspreu cap a aquesta narrativa. 
(Nadal 1997, 23) 
 
This underestimation of popular genres is particularly characteristic of the Catalan literary scene. 
Talking about crime fiction and other forms of popular literature in the US context, John G Cawelti 
points out that both New Criticism and the American Studies literary movements of the 1960s and 
1970s  
reacted against the critique by many intellectuals of popular culture as aesthetically and 
culturally worthless because it represented only the conventional stereotypes and ideologies 
of the culture, or worse, simply reduced cultural and artistic values to the lowest common 
denominator. (2005, 80) 
 
 Cawelti also notes that in some cases, their new approaches to this literature led to the addition to 
the artistic canon of writers such as Raymond Chandler (2005, 80). The particularities of the 
Catalan literary system in the 1960s and 1970s, slowly emerging from censorship, meant that 
canonisation of crime fiction works is all but impossible. In general, as it has already been explored 
in my first chapter, critics negate this genre’s right to be considered as academically relevant as 
works from other genres in this period. Furthermore, the continuing reluctance in academic spheres 
to recognise the genre is in direct contradiction to the rise of interest internationally and its 
commercial success in the past decades. 
 
Pedrolo’s Contribution to Catalan Noir 
Pedrolo’s own corpus of noir was produced under very different circumstances to those today; his 
last crime novel, Algú que no hi havia de ser, was written in 1972 but only published two years later. 
Pedrolo stops writing detective novels after the mid-1970s because his intended task – providing the 
Catalan language with works in that genre – was already being accomplished by many of his 
contemporaries. As Jose F Colmeiro argues, ‘his daring enterprise of writing “marginal” detective 
novels in a “minor” language like Catalan must not be seen as some kind of self-imposed exclusion 
or reinforcement of his own liminality’ (Colmeiro 1989, 61): indicating his pioneering quality. 
Colmeiro is here defending Pedrolo’s conscious choice of the genre as an intellectuel engagé, and 
its contribution to his overarching aim to raise the status of Catalan:  
a double objective of comprehensiveness that attempts to reverse the center-periphery 
polarity: on the one hand, the ethical necessity of accomplishing the global normalization of 
the repressed Catalan culture and literature, and, on the other hand, the esthetic need to 
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achieve a narrative totality as a writer that includes so-called ‘minor’ genres like detective 
fiction. (Colmeiro 1989, 61) 
 
In fact, if we analyse the first attempt of Pedrolo in the genre, the short story ‘Impunitat’ (1938) 
from his first short story collection El premi literari i més coses (1938-1952), we can see how it 
responds to the first wave of crime fiction that had been arriving in the Catalan tradition through 
translations of Doyle and Poe. Pedrolo’s short story follows the structure of the locked-room 
mystery story and tells the case of the murder doctor Novell, in his house on Barcelona’s Avinguda 
Diagonal. The format is quite interesting as the story is told as a conversation between a novelist 
and a private investigator, and Pedrolo makes us believe we are reading that conversation just as it 
was recorded by the writer. This closed-room mystery is resolved due to the fact that the detective 
had been involved with the victim in a previous case, when the doctor had asked him to find and 
protect some documents that were valuable to him. The documents were in fact a valuable scientific 
research project, and it turns out to be a former colleague and friend of the victim, Dr Toda, who 
kills him, taking advantage of the familiarity of a house he knows, and jumping out of the window 
after committing the crime. The motive for the crime is his desire to steal research from Dr Novell, 
who had made an important discovery just before the murder. As Dr Toda comes back to the house 
immediately after the murder and is the first person to come into the room – together with a 
mechanic who is waiting outside the doctor’s office – he manages to close the window the moment 
they both enter the crime scene. 
Pedrolo is very aware of the use of this crime fiction sub-genre,58 previously exemplified by works 
such as Edgar Allan Poe’s ‘The Murders in the Rue Morgue’ (1841), Pierre Véry’s novel Les 
Quatre Vipères (1934) and S.S. Van Dine’s The ‘Canary’ Murder Case (1930). They are 
specifically mentioned by Pedrolo in his own short story, indicating that even then he wished to 
delineate the specific gap in the Catalan literary space which he aimed to fill. It is one of his first 
steps in an overarching literary project: 
[U]n projecte, exposat per ell repetidament, d’abraçar tot de continguts de realitat que, 
afegits els uns als altres i, sobretot, situats, vagin constituint una imatge, com més completa 
millor, d’un món en el qual el fet d’escriure s’insereix com una realització que, d’una banda, 
en dóna testimoni i, de l’altra, s’estableix com a finalitat d’ella mateixa tot i que pugui 
incidir en unes circumstàncies socials que ja no són literatura. (Pedrolo 1974, 7) 
 
 
58 This crime fiction sub-genre uses a locked room as the scenario of the crime, in which only the victim is found. The 
surrounding circumstances described in its plot deceive readers into believing that the actual execution of the crime 
is virtually impossible. 
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Though in the 3rd person, these words are those of Pedrolo himself, opening the first edition of Algú 
que no hi havia de ser in 1974. They come to reinforce the idea of ‘un projecte, exposat per ell 
repetidament’ (ibid). ‘Impunitat’ begins with a reflection on how readers admire the expert crafting 
of the final moments of a detective novel – usually the fragment in which the mystery is finally 
solved – but fail to acknowledge the importance and complexity of the previous chapters, each of 
them an individual piece of the great puzzle that is a detective novel. This notion can be 
extrapolated from the structure of a novel to that of the writer’s entire corpus, a complex and 
heterogeneous entity, each of its new pieces being as valuable as the last in the process of 
reconstructing/understanding the whole oeuvre. 
Mention of crime fiction novels by foreign writers can also be observed more than a decade later in 
L’inspector arriba tard (1953), providing us with insights into the transformation of his literary 
project. In this case, Pedrolo indicates his move to ‘other newer subversive forms, particularly the 
American ‘hard-boiled’ detective novel, as created by Dashiell Hammett and developed by 
Raymond Chandler, with all its crude violence and social criticism that denounce the corruption of 
the system and question the established order’ (Colmeiro 1989, 62). Here the intertextual references 
come through the representation of the reading tastes of one character in the novel. One of Claudi’s 
office colleagues, Marxant, happens to be a connoisseur of suspense novels written by Evelyn Piper 
(pen name of American author Merriam Modell). When the detective in L’inspector arriba tard 
jokingly tries to make use of Marxant’s expertise in crime fiction and asks him what his personal 
opinion on the investigation is, Marxant admits he is unable to apply his theories to the case in hand, 
arguing that ‘aquestes coses no solen passar a les novel·les que jo llegeixo’ (Pedrolo 1960, 51). 
Pedrolo is using this interaction between Marxant and the inspector not only as a metatextual 
instrument to radically distance himself from Piper’s approach to crime fiction, but also to record 
his evolution in the genre from ‘Impunitat’ to this novel. Indeed, the former is the only instance 
where Pedrolo follows a similar approach to Piper’s, in cultivating a traditional detection narration 
like that of Doyle’s novel The Valley of Fear (1914), or Georges Simenon’s short story ‘La Fenêtre 
Ouverte’ (1936).  
Indeed, every incursion into the genre by the author can be seen not only as a constant investigation 
of themes and narrative techniques, but also as an opportunity to explore the limits of the genre 
itself; Pedrolo redefines crime in each of his works. For example, there are many instances in which 
Pedrolo describes the perpetrators while they calculate the probability of succeeding in the 
execution of their crimes. They often do so by taking detective fiction stories they have read as 
referents. Besides the example of Marxant above, we also learn that Xavier’s caution before 
carrying out the murder in Joc brut (1965) is informed by his literary readings: ‘com tothom, havia 
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llegit novel·les detectivesques i sabia, o em pensava saber que sovint la policia en té prou amb uns 
indicis ben magres per a descobrir el criminal’ (Pedrolo 1965, 49). Probably the most popular crime 
fiction work by the author, Joc brut is praised as a perfect novel, from a structural perspective, by 
Sebastià Bennassar, author of crime fiction novels El país dels crepuscles (2013), On mai no creix 
l’herba (2015) and L’imperi dels lleons (2017). 
Furthermore, Agustí Vehí, author of Torn de nit (2012), Remor de serps (2013) and the posthumous 
Ginesta per als morts (2015), confesses that his introduction to crime fiction was through ‘La cua 
de palla’, a collection he owned in its entirety (Villalonga 2013 20). Throughout testimonies like 
this we can conclude that, even if Pedrolo’s role in modern crime fiction is not that of an inaugural 
voice, he was a leading figure in defining, promoting and popularising the genre; his perseverance 
in fighting for the visibility of the genre was unflinching, not only through the curation of ‘La cua 
de palla’, but also because of his continued commitment to the genre even after he achieved certain 
visibility and became an established writer by the beginning of the 1970s.59 
 
The City as Palimpsest in Es vessa una sang fàcil & Algú que no hi havia de ser 
In his article ‘Francoism and the Formula of Fear in Spanish Crime Fiction’, Stewart King employs 
the concept of desmemoria, common in cultural critique of the transition to democracy, such as the 
work of Joan Ramon Resina,60 and Jo Labanyi61 to indicate ‘a form of wilful historical amnesia, 
which in the interest of national harmony – although not reconciliation – had restricted discussion 
and debate of the violent repression that had occurred during the Civil War and the subsequent 
dictatorship’ (King 2014, 46). King goes on to argue that it would not be until the 1990s that a new 
generation of crime writers – Manuel Vázquez Montalbán, Dulce Chacón, Andrés Trapiello and 
Teresa Solana – would begin to break with the inertia of memory negation. Despite agreeing on the 
fact that it was after the 1990s when a wider number of responses to that desmemoria appeared in 
the form of crime fiction novels, it is important to note that in the Catalan context, and more 
precisely in the works of Manuel de Pedrolo I am considering in this study, there is evocation of 
historical trauma as early as in his first crime fiction novel, Es vessa una sang fàcil (1952/1954). As 
Michael Richards argues in his 2013 work After the Civil War: Making Memory and Re-making 
Spain since 1936:  
 
59 By 1974, when he publishes his last crime fiction work, Algú que no hi havia de ser, Pedrolo has already been the 
recipient of several awards, the Premi Sant Jordi among them, and makes a living from his writing. 
60 See: Joan Ramon Resina (ed). Disremembering the Dictatorship: The Politics of Memory in the Spanish Transition 
to Democracy. Rodopi. Amsterdam. 2003. Print. 
61 See: Labanyi, Jo. ‘Memory and Modernity in Democratic Spain: The Difficulty of Coming to Terms with the 
Spanish Civil War’. Poetics Today. (2007) 28 (1): 89-116. 
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A serious danger of relying on a simple discourse of ‘forgetting’ to analyse attitudes to the 
past in the aftermath of the dictatorship is that society can seem homogeneous and passive, 
as mere recipient of a political diktat. In fact, social actors were active participants in the 
dynamic and variegated process of constructing a democratic constitutional state. (2013, 279) 
 
There is nothing passive in Pedrolo’s attitude towards memory. Indeed, it is precisely during the 
transition years that Pedrolo becomes more politically active, as his many newspaper articles 
show.62 I argue that Richards’s definition of ‘cultural trauma’ is a useful one to refer to Pedrolo’s 
narratives than ‘cultural memory’, precisely because the concept  
insists on pinpointing particular negative events and instances, and the associated processes 
of memory construction, rather than general phenomena, allowing description and analysis 
of the ways in which pasts related specifically to suffering and sacrifice are actively 
contested and struggled over. (2013, 2) 
 
As will be explored in depth throughout this chapter, the common denominator of the characters 
depicted in Pedrolo’s crime fiction is their resorting to crime due to the adverse circumstances they 
find themselves trapped in. Whether this traumatic background is represented by the poverty of 
rural immigrants who wash up in the tumultuous Barcelona of the mid 1930s (as is the case in Es 
vessa una sang fàcil) or the equally asphyxiating atmosphere of poverty-ridden Barcelona during 
the dictatorship (observed in the rest of noir fiction by Pedrolo) all of his crime narratives carry 
responses to trauma that become embedded in the city of Barcelona, the common back-drop in these 
texts. As was also the case in Sci-Fi works studied in the previous chapter, the city becomes a 
multilayered space where present and past narratives intermingle and accumulate through 
superimposed tiers of history. It is because of this multilayered nature of la ciutat comtal in 
Pedrolo’s works that Andreas Huyssen’s notion of city as palimpsest (2003) seems particularly 
appropriate to decipher the different pages of Catalan history laid down in layers in these twentieth-
century Catalan landscapes. In their introduction to the volume Mutating Cities (2014), Claire 
Launchbury and Cara Levey remind us that ‘representations of cities that break down hegemonic 
urban narratives can also be understood through the application of a palimpsestic paradigm’ (2014, 
1); while ‘hegemonic’ may be a problematic term to define the forcefully imposed nature of the 
Franco regime’s narratives, I argue that it is indeed possible to apply this paradigm to Pedrolo’s 
resistant project as a way to decipher his depictions of the city. 
 
62 For an extensive analysis of Pedrolo’s militancy, see previously mentioned 2016 book by Xavier Ferré Trill, 
Manuel de Pedrolo i la nació (1957-1982). 
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The palimpsestic nature of the Barcelona represented in Pedrolo’s crime fiction can be observed in 
the map included in Figure 12, where the different color-coded layers refer to each of the novels 
included in this analysis. (note that locations in Mossegar-se la cua are indicated in blue).  
Figure 12. Kepler visualisation of Barcelona in Pedrolo’s crime fiction. 
 
Even if certain areas of the city are more heavily populated with results than others, it can be seen 
that different locations are explored throughout time, as if with every new novel Pedrolo was 
mapping locations in Barcelona for the first time. A more nuanced analysis, however, with 
contextualisation of these locations, needs to be produced in order to understand the importance of 
this urban palimpsest.  
The first novels I would like to analyse through this approach are the first and last crime fiction 
works by Pedrolo, Es vessa una sang fàcil (1952) and Algú que no hi havia de ser (1972). I will 
argue that Pedrolo uses the Catalan landscape as palimpsest, as the characters navigate across 
Catalan towns and cities. Almost twenty years after the former hypotext is written, Pedrolo reuses 
the same parchment to write the latter novel, adding another layer of meaning to the same landscape. 
As shall be seen, however, the story includes some modifications with regards to the social 
conditions of both the characters and the social space they operate in; it feels almost as if he was 
replicating the same kaleidoscopic vision that would underpin his cycle Temps obert in the arena of 
bank heist novels.63 Some of the conditions replicated from his 1952 novel include the initially 
 
63 To critics such as Antoni Munné-Jordà (1997), Jordi Coca (1973) and Jordi Arbonès (1980), one of Pedrolo’s major 
and most original contributions to Catalan literature was precisely the kaleidoscopic vision explored in his eleven-
novel-cycle Temps obert, whose concept originated at an earlier short story ‘El millor novel·lista del món’. 
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successful bank robbery aided by an insider or someone familiar with the premises, the detail of one 
perpetrator breaking away from the original group and the unexpected involvement of a female 
character at the late stages of the plot. These shared elements alone do not in any way rule out the 
possibility of simple thematic repetition among works. What leads me to believe this novel could be 
an intentional remake by Pedrolo – just in time to mark the twentieth anniversary of his first crime 
fiction novel – is the fact that its main character and soon-to-be criminal Ernest uses the first pages 
in the novel to address the mistakes made by the perpetrators in Es vessa una sang fàcil. The 
context in which this acknowledgement occurs is while Ernest narrates how he noticed a weak spot 
while cashing out a cheque from a bank: there is an unusual door connecting the cashier’s room 
with the stairs of an adjacent building. Despite talking about himself as a badly paid translator, his 
words also indicate the advantages this job gives him when approaching the crime at hand: ‘per les 
meves mans de traductor mal pagat […] passaven força novel·les policíaques i, teòricament, em 
semblava que posseïa una experiència prou sòlida de com calia procedir’ (Pedrolo 1974, 14). It is 
when Ernest goes on to enumerate the recurrent reasons why crimes tend to fail in these novels – 
‘en aquells llibres les coses sempre fallaven per les mateixes raons’ (Pedrolo 1974 14) – that we 
start seeing the connections with Es vessa una sang fàcil. One of the first things he highlights are 
the wrong choices that the gang leader makes when building his team:  
Sempre em sorprenia de veure la lleugeresa amb què el capitost escollia els seus associats. 
Era com si tant li fotés que fossin envejosos, propensos a la traïdoria o simplement uns 
neuròtics indignes de la confiança més elemental. (Pedrolo 1974 14) 
 
This fragment recalls Nero’s mistake in Es vessa una sang fàcil when he chooses Joan as the person 
who should handle the bag with the money, as he will eventually use this as an opportunity to 
betray the group and run away with the loot. As if he were addressing the particular gang in the 
novel – made up of Nero, Blasi, Trencat and What – Ernest praises their only valuable skill, ‘la 
perícia professional’ (Pedrolo 1974, 14), while also noting how such individuals often carry with 
them ‘un historial farcit de detencions i d’estades més o menys llargues a l’ombra’ (Pedrolo 1974, 
15). There is an allusion to a particular skill, ‘la solidesa d’uns nervis a l’hora de posar-se darrera el 
volant’ (Pedrolo 1974, 15), which recalls the character named What in the earlier novel. This gang 
member ‘(h)avia nascut conductor’ (Pedrolo 1954, 111) and could expertly control a car ‘del qual 
moments abans no sabia res i que ara ja sentia familiar’ (Pedrolo 1954, 111). However, What is 
unable to keep a steady job as a regular chauffeur; his expert yet aggressive driving is not always 
welcomed by his bosses. What’s dexterity ‘no sempre li havia portat sort’ (Pedrolo 1954, 111); he is 
more damned than blessed by it. 
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These characters with a tendency to violence and excess are simply removed from the equation in 
the novel Pedrolo (re)writes twenty years later, and substituted by characters who may be easily 
identified among the writer’s own acquaintances in 1970s’ Barcelona: Ernest, a translator; Marc, a 
not very successful broker; Joan, an accountant; and Pere, a writer. This new set of characters not 
only responds to the writer’s aim to record and describe every possible aspect of the universe he 
lives in, but also succeeds in mirroring sociological changes over the two decades preceding the 
move from transition to democracy in Catalonia. Such an aim is clearly indicated in the opening 
note to the first edition of the book, quoted earlier in this chapter, in which the writer talks of an 
oeuvre that ‘s’estableix com a finalitat d’ella mateixa tot i que pugui incidir en unes circumstàncies 
socials que ja no són literatura’ (Pedrolo 1974, 7). 
Temporality is absolutely key to understand the connection these texts bear to the twentieth century 
Catalan landscapes. The temporal distance between these two parallel narratives is not only 
indicated by time of authorship (1953-1972); there is an even greater time elapsing between the 
fictional events in the first and second novel (1935-1970s), thus making the two layers 
superimposed on the urban palimpsest more significant in terms of the analysis at hand. We know 
of these dates by reading between the lines, a necessary step to situate some of the works in 
Pedrolo’s corpus; the way in which the author encrypts the time of the action in his first crime 
fiction novel, Es vessa una sang fàcil is a good example of the author’s efforts to embed important 
historical moments in Catalonia while at the same time making sure to avoid censorship. The main 
narrative timeframe comprises no more than a week, starting minutes before a bank robbery and 
finishing shortly after the main character Joan’s demise. The exact date of the events is given to us 
in a cryptic way that is not unusual in Pedrolo; although it is never mentioned in the text, if we play 
detectives ourselves we can use a clue left in a particular scene in the plot to determine the date. 
Right at the beginning of the story, as two of the criminals forming the gang flee the bank they have 
just robbed, they happen to come across two bystanders near the door of the building. One of them 
is smoking a cigarette and the other one is reading a newspaper, a detail that the author uses to 
pause the action for a second and present us with a complete transcription of the newspaper cover 
page, which includes the following headlines:  
LA DERROTA DEL GOVERN BOUISSON 
LA PERSECUCIÓ CONTRA ELS CATÒLICS ALEMANYS 
LES CONVERSES NAVALS ANGLO ALEMANES 
56.000 MORTS A QUETTA  
(Pedrolo 1954 14)  
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Among the events announced in these headlines, the easiest one to identify is the one referring to 
the deadly Indian earthquake, which took place on May 31st 1935. From this detail, we learn that 
the action must therefore be located sometime between 31 May and a second date mentioned later 
in the same newspaper: ‘el gran ball que havia de celebrar-se el dia 10 [probably of June], a la 
residència del virrei i que formava part de les festes del Jubileu, ha estat suspès en senyal de dol per 
la catàstrofe de Quetta’ (Pedrolo 1954, 15). The relevance of this particular week when inserted 
within the Catalan context lies on the fact that at the same time as the Quetta tragedy unravelled, 
Lluís Companys, the 123rd President of the Generalitat de Catalunya, was being subjected to a five 
day long judgement in Madrid for the so called ‘Fets d’Octubre’ of October 1934. In a speech 
delivered from the Generalitat’s balcony, President Companys had proclaimed the sovereignty of a 
Catalan State within the Federal Spanish Republic. The direct consequence of the act was his 
immediate detention together with the members of his executive. After spending several months in 
a Madrid prison, on 6 June 1935, Companys and the rest of the government of the Generalitat were 
sentenced to thirty years of imprisonment. Taking into account Pedrolo’s militancy, and his overt 
support for an independent Catalan Republic, it is understandable that he wants to mark those 
sombre dates for Catalan history through his texts. These dates are then not only deliberately chosen 
by the author, but also carefully masked in order to avoid censorship; the novel was written in 1952 
and published in 1954, right at the beginning of a period – which would last until the very last years 
of the regime – in which Francoist censorship still imposed a high level of control on the themes 
treated in literature, and in which an open reference to Companys’ imprisonment in the text would 
have made the publication of the novel almost impossible. 
This is the only direct connection between fiction and reality that we can observe throughout the 
entire novel. However, once we take this date as the anchor point, we are presented with clues to 
identify other events in the novel. We see another reference to the previous year, 1934, when the 
author justifies the reason why Joan is blindly trusted by the gang boss, Nero. We learn in the first 
pages of the novel that, even if he is the last member to join the gang, Nero trusts him to the point 
of choosing him to carry the bag with the loot obtained from the bank. The reason behind this trust 
is rooted in the fact that Juan had saved Nero’s life at a point in the story situated a year before their 
association. This episode – described through Nero’s stream of consciousness – mentions the 
explosion of a bomb somewhere in the city and narrates how Nero, who is lying on the floor with a 
wounded knee, is saved from being run over by the crowds by Juan, after the subsequent panic 
provokes a human stampede on the lower floor of a building (Pedrolo 1954 23). The author is 
referring to the Barcelona of 1934; its description fits with that of a city experiencing an escalation 
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of violence from the tram strikes64 in January until the October revolution previously mentioned. 
Throughout the year, attacks on factories or civil buildings with explosives or gun attacks in the 
streets were constantly in the news. Again, the subtle mention does not include street names, exact 
dates or any details of the nature of the bomb attack, as any mention of revolution and strikes would 
have probably met the obstacle of censorship. 
In the last crime fiction novel by Manuel de Pedrolo, Algú que no hi havia de ser, the presence of 
details such as the Renault 1265 driven by Elisa Puig indicate that the fictional events are in this case 
developing in the early 1970s. There are enormous differences between 1935 Catalonia and the one 
Pedrolo describes here, as Catalonia has gone through a civil war, a military occupation of its 
territory and subsequent installation of a dictatorship and the dismantlement of its cultural and 
governmental institutions. With any cultural or political expression contrary to the regime having to 
survive clandestinely or to mask their ideology to pass the strict controls of censorship, this second 
layer of the palimpsest will necessarily bring to the fore notions of resistance and oppression.  
It is interesting to see if the chronological change brings a shift in geographical terms. Following 
the Kepler visualisation observed in Figure 13, we can instantly note major differences in the 
geographical distribution of spaces in both novels.  
Figure 13. Kepler visualisation of Es vessa una sang fàcil and Algú que no hi havia de ser. 
 
 
64 The image of the Tram is also present in other crime fiction narratives such as L’inspector arriba tard, and 
throughout the author’s corpus, as in the iconic political work Acte de violència, as demonstrations by workers in 
the tram were key to resistant movements and protests in 1951 and 1957. 
65 This car was first developed in France in 1969, its sales commencing in the Iberian Peninsula during the early 
1970s.  
 
 
 
 111 
Whereas in both cases the text mining and geoparsing produces a number of results concentrated in 
Barcelona’s city centre, Es vessa una sang fàcil’s action moves up North to places like Hostalric, 
Sils, Girona, and finally Figueres, where the dramatic chase of runaway Joan by members of the 
gang, on the one hand, and the gradual detention of the rest of the criminals by the police, on the 
other, occurs. The scenery in Algú que no hi havia de ser, however, is mainly concentrated in urban 
Barcelona, where most of the story develops, with the sole exception of Tarragona and Reus, the 
places where Ernest hides after the bank heist, and the French border with Catalonia, where the rest 
of criminals lose their lives in a car accident while being chased by police. 
If we go back to the route followed by the criminals in Es vessa una sang fàcil, we can see a 
reaffirmation of the existence of a rural Catalonia in which crimes also do happen. Even though the 
story also occurs in urban locations – with Barcelona and Girona city centres featuring a robbery 
and the first chase scenes – as the plot advances the action will gradually move to less populated 
settings such as the city of Figueres, to end in more rural locations such as Sils or Hostalric. The 
particular way in which the urban is interspersed with the rural in Es vessa una sang fàcil 
encourages reflection on the political regulation of space in this period, and on the way in which the 
suppression of violence in urban spaces under an authoritarian regime can lead to the simultaneous 
encouragement of certain types of violent behaviour on the periphery, leading to the emergence of 
heterotopic spaces, in which violence is suddenly normalised. In the countryside, Pedrolo projects 
the darkness, aridness, poverty and multiplied oppression in ‘the first years of the Francoist peace, 
when disappointment, defeat and political persecution heightened the oppressive atmosphere of 
much of rural Spain’ (Giner 1980, 43); these liminal spaces are used by Pedrolo as the scene for 
many of the detention and murder scenes in his first crime fiction novel. 
There is a significant contrast between the actions located in urban and rural spaces in Es vessa una 
sang facil. The latter spaces become heterotopias of deviation, ‘those in which individuals whose 
behavior is deviant in relation to the required mean or norm are placed’ (Foucault 1984, 5), and are 
used by both the criminals and the policemen to openly perform actions they would not be freely 
allowed to in the former. An example of this spatial duality can be noticed in the contrast between 
the detention of two of the criminals, ‘Blasi’ and ‘What’, as the location of each detention triggers a 
different behaviour from the authorities, depending on whether the space is urban or rural. ‘Blasi’ is 
the first to be intercepted by the police in Barcelona, while he is trying to reunite with other 
members of the gang in the residence in Putxet. Even if he manages to escape briefly from the grip 
of the two agents, he is soon recaptured after a short struggle with them; they intercept him without 
even having to use their guns. 
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The encounter with the police and the second criminal, ‘What’, ends in a completely different way. 
He is also found by the agents in a city building – its numerous corridors and stairs become 
instrumental to his temporary escape – and he eventually manages to reach his car, parked in the 
middle of a busy street, where the policemen are unable to stop him: ‘Ell ja saltava dins del cotxe i 
posava el motor en marxa, mentre els policies cridaven sense gosar disparar per mor de la gent’ 
(Pedrolo 1954, 111). After driving away to the countryside, though, a completely different chase 
develops. We are on the outskirts of the city now, and the once populated streets and buildings are 
now replaced by arid and desolate spaces where hiding is almost impossible. What is more, these 
heterotopic spaces seem to have been designed for murder; the moment ‘What’ leaves his car and 
runs through the fields, the chase immediately becomes a hunt. ‘What’ is cornered by a group of 
policemen in the same way hunters prey on an animal, among ‘rials’ and ‘sembrats’ where he is 
finally shot dead. 
A similar turn of events is observed in the final duel between Nero, the gang boss, and Joan, the 
traitor in the story. When they meet by accident in the streets of Girona, they both decide to move to 
the outskirts of the city to deal with their differences: ‘Silenciosament, continuaren carrer enllà. Ni 
l’un ni l’altre no havien dit on anaven, però tots dos ho sabien molt bé. S’adreçaven als afores; allí 
passarien comptes’ (Pedrolo 1954, 134). This variation between urban and rural locations is present 
in the entirety of the novel, as Joan uses these countryside locations in an attempt to confuse his 
persecutors. After leaving the bag with the money in a luggage facility at Girona’s train station, 
Joan moves to a smaller city first, Figueres, then gradually progresses to smaller and less inhabited 
places, such as Sils and Hostalric. This is quite an unusual tactic to follow for somebody who is 
being tailed; as we have seen in the case of ‘What’, the smaller the towns are, the more difficult it 
becomes to hide. What is more, Pedrolo seems to describe these criminals as city creatures, unable 
to survive outside urban spaces. The fact that most of the characters find their death outside the city 
is consistent with a certain ‘philosophy of the streets’ encouraged by Nero, based mostly on the 
awareness of urban spaces: 
res més de sòlid que el coneixement del terreny que petgem. Aquest terreny és la ciutat, 
perquè en qualsevol indret de la ciutat podem veure’ns obligats a encarar-nos amb la dissort. 
Hi ha, però, un indret que ens cal conèixer millor que els altres: aquell que petgem 
diàriament, aquell que freqüentem dia darrera dia. (Pedrolo 1954 106) 
 
It is indeed in the city center of Barcelona that we see the most amount of activity within the 
context of Pedrolo’s crime fiction occur. As it can be seen in Figure 14 – showing a close up take of 
Barcelona and the locations found in the author’s five noir novels analysed – the rural/urban 
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polarity observed in reference to the author’s first and last noir novel is substituted by a prevalence 
of the urban over the rural.  
 Figure 14. Kepler visualisation of Barcelona’s city centre in Pedrolo’s crime fiction.  
 
 
This second visualisation shows a detail of Barcelona’s metropolitan area, with geolocation of 
places appearing in the five crime fiction novels by Pedrolo. The colour code responds to the 
chronological order of production of the works. Yellow and red for Es vessa una sang fàcil (1952) 
and Algú que no hi havia de ser (1972) respectively – as in previous Figure 13 – and three different 
shades of orange for the three novels produced in between, L’inspector arriba tard (1953), Joc brut 
(1965) and Mossegar-se la cua (1967). If we learn anything from these two visualisations, it is that, 
with the exception of Es vessa una sang fàcil, in which there is a visibly smaller number of urban 
locations mostly located in the old quarters – Raval, Rambla, Gòtic – and a prominent rural 
presence featuring northern Catalonia, most noir fiction from Pedrolo takes place in a wide range of 
neighbourhoods in Barcelona city centre. Chronologically speaking, the further you move in time, 
the bigger the number of locations within the city and the wider range of places featuring in the 
texts. Taking into account the complexity of such a city, and the different socio-political traits 
normally assigned to the different neighbourhoods in which Pedrolo’s narratives occur, the 
following section will look at the way in which a painstaking mapping of the urban spaces in 
Pedrolo’s crime fiction offers insights into how concepts of centrality and peripherality in the 
context of twentieth century Barcelona are challenged by the spatial representations found in the 
writer’s oeuvre. 
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Fluidity of Central and Peripheral Spaces in Pedrolo’s Barcelona 
When looking at the distribution of rural and urban spaces showcased in the previous visualisations 
– Figure 13 and Figure 14 – the first thought is to assume that the most central locations are the 
ones concentrated around Barcelona’s city centre, and that the rest of the locations become more 
and more peripheral the further from the city they are. However, as peripheral as the latter smaller 
municipalities observed in figure 13 may initially seem, their location along the ‘coastal economic 
and demographic axis, including, north to south, the cities of Figueres, Girona, Mataró, Vilafranca, 
Vilanova, Reus and Tortosa’ (Giner 1980, 40) makes them central rather than peripheral from a 
socioeconomic perspective. This is only one of the many instances that exemplify how spaces in the 
Catalan context – as in any other – only offer absolute classifications within the urban/rural 
dichotomy when very superficial traits of their geography are taken into account. When different 
layers representing the social, economic, political, and historical complexities of the area are added 
to the map, twentieth-century Catalonia – much as in the present day – does not contain an urban 
space that can strictly be defined by its centrality, neither are rural ones entirely peripheral. When 
the appropriate level of depth is applied to the spatial analysis of Pedrolo’s narratives, the fluidity of 
concepts such as central and peripheral is highlighted, removing any absolute definition of 
centrality or periphery. What is more, notions of economic centrality often ascribed to cities such as 
Barcelona are rarely defended by the representations in Pedrolo’s texts. On the contrary, when 
economic wealth appears in his narrative, it is used to highlight the enormous gap between idealised 
conceptions of the city – as a place for opportunity and dreams of prosperity – and the character’s 
realisation of the oppressive nature of such a space. Pedrolo’s Barcelona is both the crime-infected 
urban jungle where the gang members in Es vessa una sang fàcil resort to organised crime to make 
a living and the precarious industrial nest in which Claudi from L’inspector arriba tard struggles to 
survive despite having a full-time job in a factory. His Barcelona is also a city where the very rich – 
Mr. Jordana, senyor Ignasi or Juna’s husband – exploit the very poor – Claudi Misarach, Joan or 
Xavier. While individuals from across the social strata share and collide within these same fluid 
spaces, Pedrolo gives protagonist roles to members of the more socially disadvantaged groups. We 
could argue then that his representations – or at least the roles played by his main characters – are 
peripheral from a socio-economic point of view, as there is an absence of descriptions related to the 
comfortable lives or customs of powerful classes in them.  
While a powerful centre exists and is generally represented by certain areas we presume to be 
located in the wealthier districts of Sarrià-Sant Gervasi, Les Corts, Eixample or Gràcia, its 
presence in the shape of an upper class is only implied by the author. While the novels imply that 
such a class has to exist in order to generate the oppressive situation in which Pedrolo’s central 
 
 
 
 115 
characters live, the actual individual lives of characters in this powerful class are hardly ever 
explored in depth through the texts. On the contrary, these spaces are often invaded by the main 
actors in his narratives, which showcase either the lower classes, or the low-life criminals; the 
trespassing of spaces where they are not traditionally allowed functions almost as a subversive act. 
Still, centrality and its power lurk in the background of the action, and are ultimately responsible for 
the struggle of the main characters. As will be analysed in depth in a moment, the peripheral nature 
of these characters is also defined by the fact that they are born or raised in specific areas that, 
regardless of their proximity or not to the city centre, can be considered peripheral in terms of their 
socioeconomic subalternity. 
These social actors are therefore actively contributing to the shaping of the Catalan landscape by 
transforming the spaces they occupy. In fact, the centrality or peripherality of such spaces is only 
defined by the different superimposed layers of experience added by the characters inhabiting them, 
as the landscapes themselves, as we have mentioned before, lack an inherent definition of central or 
peripheral. The experiential baggage carried by each character – conveyed through the impressions 
of poverty and social struggle we read in Pedrolo’s texts – becomes the main foundation on which 
their cultural narratives are built. By cross-referencing these testimonies with sociocultural studies 
of the Catalan context during the same period – i.e. Salvador Giner’s The Social Structure of 
Catalonia (1980) – I aim to establish the ways in which Pedrolo’s crime fiction reflects the changes 
in twentieth-century Catalan society over the three decades portrayed. 
When it comes to the locations in Barcelona city centre, observing a zoomed-in view of the city in 
Figure 14 gives us a greater level of detail from which changes in Pedrolo’s perception and 
projection of the ciutat comtal can be deduced. The actions narrated by Pedrolo can be located in 
places of the city that defy the traditional delineated borders segregating central and peripheral 
narratives. The very first novel analysed in this chapter, Es vessa una sang fàcil (1952), locates the 
criminal meeting point at none other than the neighbourhood of Sant Gervasi, home of the middle-
upper class in Barcelona: 
va empènyer la reixa de la torre, en un dels carrers pròxims al Putxet, i travessà felinament 
el jardí, reduït i més aviat descurat i, pel camí de grava, s’adreçà a la porta del xalet, a la 
qual donaven accés tres graons amples i vorejats de testos plens de flors. (Pedrolo 1954, 17)  
 
While the area of Putxet is found in a more liminal state than the heart of San Gervasi – as the detail 
of the garden in the xalet not being taken care of indicates – and Pedrolo’s text does not imply that 
the head of the criminal band could be a member of the upper-class, the site is still geographically 
inserted in the midst of one of the richest areas of Barcelona, introducing the anomaly of a group of 
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lowlife criminals in a space normally reserved for the heirs of Barcelona’s nineteen-century 
bourgeoisie. In addition to its bourgeois past, the area had a key role during the Spanish Civil War, 
as one of its underground tunnels became a weapons storage site for the Republican side:  
Durante la guerra, se instaló un tercer carril hasta la estación de Gracia para posibilitar el 
paso de trenes de ancho ibérico procedentes del Ferrocarril Transversal. Para conectar 
ambas líneas se construyó un ramal bajo la calle Pelayo que no llegó a ponerse en 
funcionamiento al no contar con un gálibo suficiente para permitir el paso de los trenes. El 
objetivo era hacer circular convoyes con explosivos y material bélico hasta los túneles 
construidos, pero sin vías, de la parte alta de la calle Balmes, en la línea de la Avenida del 
Tibidabo. La solución final fue la apertura de una salida del túnel a la altura de la estación 
de Putxet para crear un depósito de armas y material bélico.66 
 
Thus, the site that functioned as a refuge for the Republican forces during the war is now the 
gathering place for the fictional characters in Pedrolo’s novel. If we take into account that the 
wealthy social strata that would have inhabited that neighbourhood during the first half of the 
twentieth century would not have necessarily been supporters of the Republican side, the 
significance of this subterranean location becomes even more meaningful, particularly when 
addressed through the multi-layered metaphor of the palimpsest. The same bidimensional space – as 
it was the case of many other areas in the city – is occupied by opposed sides of the conflict, both 
contribution to the transformation of a city divided by class and ideology; in the very bottom of this 
space, the war arsenal the Republican authorities decided to store precisely because they knew that 
area of the city – where the powerful lived – would not be bombed67 by the Savoia-Marchetti Italian 
bombers menacing the city from 1,000 metres above ground. The use and transformation and 
aggression effected towards these spaces is documented by Pedrolo’s narrative, laid layer upon 
layer on the parchment of twentieth century Barcelona. 
 
Imperial Past in L’inspector arriba tard  
While many of Pedrolo’s crime fiction novels explore Barcelona’s streets in depth and generate a 
varied number of results in the Kepler visualisations (see Figures 12 to 14 in this chapter) a 
surprising anomaly can be observed in the urban depictions of L’inspector arriba tard. Even if 
 
 
67 According to Xavi Casinos in his 2016 article ‘El túnel de la guerra’ the urgency to build that connecting tunnel 
was caused by the explosion on March 17th 1938 of a lorry transporting explosives through Barcelona’s Gran Via. 
The lorry was targeted by the Italian aviation and the explosión left five hundred deaths. It was then when ‘[l]as 
autoridades decidieron entonces buscar un método más seguro para transportar el armamento, y se optó por enlazar 
el entonces Ferrocarril de Sarrià con la red de metro. Así, el material bélico que se guardaba al final del túnel de 
Balmes, en la parte alta de la ciudad, no castigada por los bombardeos, podía ser trasladado con más seguridad y 
rapidez por el subsuelo’ (Casinos 2016). 
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Barcelona’s public and private spaces are meticulously described during the majority of the work – 
the latter to highlight the harsh living conditions of the working class, as will be shown later in this 
chapter – and the daily route followed by Claudi (the main character in the novel and responsible 
for the factory robbery) is meticulously described by Pedrolo, there is a complete absence of 
specific references to names of streets, squares or avenues of the ‘Ciutat Comtal’. We learn that the 
factory where Claudi works is far enough from his house to require his daily use of the tram, but 
also that the distance is manageable enough to be covered in a few minutes. His flat is conveniently 
located near a tram stop and also a market, but we neither hear any details about addresses nor the 
name of the market. That is precisely what makes the interruption of this geographical anonymity at 
the very end of the novel surprising, as Pedrolo chooses to indicate the specific area in which the 
novel comes to an end, with the murder of Claudi at the hands of the group of criminals who 
organised the factory robbery. Briefly mentioning that Claudi has to leave the tram at the stop 
‘Triomf’ to reach his final destination, which ultimately suggests he may live in the Ciutat Vella or 
Born area, Pedrolo goes on to situate the final scene on the corner between the streets ‘Roger de 
Flor’ and ‘Ali-Bey’. Taking into account the number of anonymous places Pedrolo describes in the 
novel, it is striking that he chooses to name these three particular places, the first bringing us back 
to the Barcelona of the Exposició Universal in 1888 – the event that Barcelona’s Arc de Triomf was 
built for – and the second and third named after two historical Catalan figures – Roger de Flor and 
Domènec Badia i Leblich (Ali Bey el Abbassi) who happened to die in similar circumstances to 
Claudi. 
Figure 15. Kepler visualisation of L’inspector arriba tard. 
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The first spatial reference in this novel is Arc de Triomf, a monument that gives way to el Parc de la 
Ciutadella, a place resonating with the oppression of a city once surrounded by walls, but also with 
attempts at rewriting the pages of Barcelona’s palimpsest; el Parc de la Ciutadella is a place where, 
at the beginning of the twentieth century, ‘la renaixença tingué cura d’escriure les pròpies marques 
de la seva història revisada’ (Michonneaux 2002, 396) through the different statues representing 
‘illustrious Catalan figures’ such as Joan Prim i Prats, Bonaventura Carles Aribau and others: 
Disposar al Parc les principals referències de la cultura nacional català prengué una 
dimensió simbólica fonamental: la vegetació anul·lava el record de la pedra marcada 
d’oprobi, organitzava l’oblit d’un esdeveniment que la Renaixença havia identificat com a 
traumàtic i fundador. El Parc simbolitzava el somni d’una reescriptura de la historia, 
significava la possibilitat d’un recomençament improbable del seu desenvolupador. Els nous 
monuments del parc eren els mots d’un nou relat fundador, d’un mite. (Michonneaux 2002, 
396) 
 
But before these statues where built, the place had already acquired a role of enormous importance 
to the symbolic representation of Barcelona as a successful modern city, its most powerful image 
being the Arc de Triomf, the door to the park, a monument built as culmination of a transformation 
favoured by a growth period in the city; ‘known as “the gold rush”, the decade of 1876-1886 was 
the brightest in the century, and Barcelona was its epicenter’ (Resina 2008, 15). 1888, however, saw 
a recession after that decade of growth, and consequently the celebration of the Exposició Universal 
in Barcelona was seen by many as a make-believe attempt to sell an image of Barcelona where 
progress and modernisation were at the centre:    
[an] event which took place in the midst of a recession, (and) has been considered an illusive 
maneuver to dull consciousness of the crisis, there is no question that it was intended to 
proclaim the adulthood of Catalan industry and the new status of a city that had broken its 
provincial mold and grown into a European metropolis. (Resina 2008 15) 
 
If Resina describes the construction of the arch as ‘illusive’, Michonneaux describes Barcelona as 
‘la ciutat de les il·lusions’, and mentions the importance of monuments such as Arc de Triomf, or 
streets like la Rambla, as reinforcers of the bourgeoisie’s private spaces architectural conception, 
consisting of a rich entrance and a concealed private interior:   
Si recordem ben bé que el pis burgès es basa en el principi d’una estricta separació entre un 
espai de representació, identificat amb l’home, i un espai privat, femení, que s’articulen al 
voltant del rebedor d’entrada, es reconeixeran aleshores els trets de l’espai simbòlic de 
Barcelona: l’Arc de Triomf és la porta d’entrada que s’obre a un passeig que fa de sedàs. 
(2001, 423) 
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A parallelism can be drawn here between the role of Claudi in the novel, his efforts at pretending to 
be the ideal factory worker while having at the same time stolen the money from his employer; 
parallelisms are also found when looking at the two historical figures who gave names to the two 
other streets represented in the novel, Roger de Flor and Ali Bey El-Abbassi. Before going into 
further detail about the lives of these two figures, one must consider that their mention invokes 
notions related to the Crown of Aragon and Napoleonic Spain. As Crameri indicates in her study 
Language, The Novelist and National Identity in Post-Franco Catalonia, the colonisation process of 
Catalonia by the Spanish state started long before the Francoist dictatorship in the twentieth century. 
The inclusion of the figure of Roger de Flor, born in 1267, brings us to a period of Crown of 
Aragon expansion. Roger de Flor’s relevance to the Catalan context lies in his foundation and lead 
role in the Companyia Catalana d'Orient – an army formed by ‘some 1500 cavalry, plus 5000 
sailors and soldiers including the famed Almogávares’ (Burns 1954, 752). Ali-Bey El Abbassi, 
however, invokes a completely different time in Catalan history. His birth in Barcelona in 1767 
comes shortly after the end of the Spanish War of Succession and its final battle, the Siege of 
Barcelona, which bears a very important meaning in the Catalan imaginary: 
A partir de 1714, Catalunya és un país destruït i un país que aspira a reconstruir-se: podríem 
dir que és un projecte de (re)construcció nacional, una nació en obres. Sens dubte la 
centralitat de la llengua en aquest projecte és un factor que empeny els escriptors catalans a 
escriure sobre la nació, a escriure la nació. (Larios 2015, 125) 
 
At a time in which the European imagination of the south – including the Peninsula – is still heavily 
based on orientalist conceptions, the figure of Ali-Bey challenges that vision and moves through 
different layers of identity, a Barcelonian working for the Spanish crown while disguised as a 
Muslim and pretending to be heir of the powerful Abbasid caliphate, whose travel writings allowed 
him to achieve a certain influence in the Arab world. The changing identity embodied by this figure 
is even more relevant within a crime fiction text, as ‘crime related fiction makes constant use of 
identity-related themes and motifs like double agents, going undercover, assuming disguises, or 
changing appearance’ (Godsland 2013, 142); as implied by Sally Munt, this literary form facilitates 
a ‘search of identity – not just the murderer’s but by extension the reader’s too’ (1994, 207).  
Furthermore, the lives – and deaths – of these two figures run parallel to that of Claudi, the main 
character in the novel, whose plot begins with a robbery at the factory where Claudi works, during a 
night shift in which he is the only person in the office. As it turns out, a burglar enters the office 
while Claudi has momentarily fallen asleep. The criminal does not notice his presence but Claudi 
wakes up just as the burglar has opened the company’s safe box. Claudi is able to hit him with a 
gun and while the robber is unconscious, he decides to move him out of the office and take the 
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money from the safe. During the entire novel, however, the reader is unaware of this, and it is only 
through the rising unease of Claudi’s character and the anonymous calls he receives from the gang 
members that we realise his involvement in the robbery. It is only at the end of the novel, when he 
confesses the crime to his wife and plans to meet the criminals to return the lot, that we learn of 
Claudi’s secret. 
Both Ali-Bey and Roger de Flor were murdered in the same treacherous way as Claudi. While 
Claudi dies in an ambush prepared by the gang originally attempting to rob the factory he works at, 
Roger de Flor was the victim of an ambush during a banquet in the palace of Adrianopolis. Ali-
Bey’s death, on the other hand, is more mysterious: different versions of the cause of his death 
circulate – from dysentery to poisoning. Behind these conspicuous murders we have the figure of 
Michael IX Palaiologos – in the case of Roger de Flor – whose conflict with the Catalan Company 
may have been behind the murder. On the other hand, Ali-Bey El Abbassi’s life is nothing short of 
extraordinary. Among his many accomplishments, this highly educated Catalan man managed to 
impersonate a real Arab citizen for years – a member of a completely fabricated rich and illustrious 
family – and actively participated in the political and cultural life of Morocco as part of a secret 
plan conceived by Manuel Godoy, then Minister of the Spanish King Carlos IV. A parallelism can 
be drawn between the double life of Ali-Bey and the character Claudi, their usual behaviour 
untouched as the world around them believes their pretence. Claudi goes on working in the same 
factory he robbed and does not confess the crime to his wife until very late in this novel, resembling 
the false identity created by Ali-Bey in order to fit into Morocco’s privileged circles. 
But not all crime fiction novels by Pedrolo use symbolic figures such as Ali-Bey and Roger de Flor, 
or the monument of Arc de Triomf to embed notions of memory in the texts. As it is commonplace 
in the genre, the depictions of crime in the city help the writer of noir to address existing issues 
observed in his contemporary society. Pedrolo’s uncompromising militancy and his constant aim at 
emulate Sartre in the role of ‘intellectuel engagé’ of his time, find a perfect medium in the noir 
genre, as will be examined in the next section. 
 
The role of Social Denunciation in Pedrolo’s Crime Fiction 
The signs of change in Catalan society are present from Pedrolo’s very earliest attempt at the genre. 
If we go back to ‘Impunitat’ and carefully look at its ‘tale within a tale’ narrative style – the 
detective telling the novelist the story of the unsolved case – we can already see that through this 
locked-room mystery short story, Pedrolo voices a deeper concern about the limitations of justice 
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through a fragment found in the first pages of the story. Here, the detective draws on the title of the 
story, ‘impunity’, and alerts readers about the number of cases in which a culprit is never found: 
[E]n les novel·les policíaques, els criminals no tan sols són descoberts sempre, sinó que el 
noranta-nou per cent rep el càstig que es mereix: se suïcida, el maten o el jutgen i el 
condemnen. Totes les novel·les policíaques, doncs, acaben amb una víctima. La realitat, 
però, és una altra; als arxius policíacs de tots els països s’amunteguen peces i més peces que 
mai no lligaran. (Pedrolo 1953 133) 
 
The notion of injustice, perfectly embodied in the idea of an unsolved crime, is present from the 
very first paragraph of the story and reinforced at the end of it. Even after the detective confesses 
who the perpetrator is to the novelist and thoroughly proves his guilt, they both realise that not only 
is it too late to accuse the culprit, but that it would be of no use to do so; the existence of flaws in 
the existing legal system is acknowledged as they recognise that ‘proves d’aquesta mena no 
n’admeten els tribunals’ (Pedrolo 1953, 155). Even more interesting is Pedrolo’s use of the word 
‘victim’ to describe the actual culprits; a more nuanced analysis of the victimisation of criminals in 
these novels will follow later in this chapter, drawing also on Colmeiro’s take on Pedrolo’s crime 
fiction. 
Pedrolo’s influence on later writers of Catalan fiction validates the fact that the ‘novel·la negra’ 
serves him as a platform through which he can expose and explore many of the conflicting social 
issues of his time. For instance, if we look back at Martín’s account of the evolution of Catalan 
crime fiction and remember Fuster’s role in it, we can see the influence that Pedrolo’s unwavering 
cultural and political militancy had on him; when Fuster is asked about his reasons for writing 
crime novels, he insists on the fact that ‘primer de tot hi ha una idea de servei, seguint els consells 
directes – gairebé consignes – d’en Pedrolo’ (Nadal 1997, 23-24). More recently, Anna Villalonga’s 
Les veus del crim (2013), reveals almost unanimous responses from her interviewees – made up of 
twelve of the foremost contemporary Catalan crime writers – about the importance of social 
criticism in their work. What is more, eight of these writers include Pedrolo in the list of writers 
they were influenced by when making these decisions. While social critique is commonplace in the 
genre of crime fiction, we need to take into account that using literature as a means of social 
critique becomes a quite dangerous act in the asphyxiating atmosphere of a dictatorship.  
What is more, Pedrolo’s militancy and aspiration to the role of intellectuel engagé heavily informs 
his approach to the genre. Thus, his choice of a more socially committed hard-boiled style over the 
traditional detective novel is not arbitrary. Although the significance of this choice has been noted 
by other critics, such as Colmeiro, none have explored in depth the ways in which the social critique 
 
 
 
 122 
embedded in Pedrolo’s militancy is projected on the Catalan geography through the spaces featured 
in his texts. 
In his essay Detecting 1979 Barcelona, Kalen R. Oswald looks at three 1979 detective novels by 
Manuel Vázquez Montalbán, Eduardo Mendoza and Andreu Martín, respectively. Oswald reasserts 
the commonplace belief that, rather than creating an elaborate crime case, the most important 
achievement of these works is that of describing the Barcelona of their time: ‘mystery and 
investigation can turn out to be of less overall importance than the social commentary expressed by 
the words and actions of the characters and the critical description of the urban space that serves as 
context’ (2009, 11). Unsurprisingly, perhaps, this is also the case of Manuel de Pedrolo’s crime 
fiction corpus, which offers his particular vision on the complexities of post-war Catalonia. In his 
analysis of four of the five novels I focus on in this chapter, Colmeiro pinpoints how ‘the 
conventions of the genre allow the author to take the reader for a tour of the underworld and the 
sordid urban sections inhabited by losers and outsiders, a definitely marginal and antiheroic 
population’ (64). Unlike Colmeiro, I choose to include Pedrolo’s first crime novel, Es vessa una 
sang fàcil, in this chapter, in the same way that Patricia Hart did in her study The Spanish Sleuth 
(1987). Hart argues that ‘Es vessa una sang fàcil, while not a detective novel, shares some 
characteristics of the genre as it ventures into the dark depiction of murder’ (52). Yet, beside this, 
there are other factors behind my decision to include the lladres i serenos novel in my approach. It 
is my belief that, when compared to Algú que no hi havia de ser, the clear thematic resemblance, 
the repetition of tropes and the character connection among both works, exemplify the palimpsestic 
nature of Pedrolo’s narratives. What is more, the questions about centrality and periphery that this 
work poses are particularly revealing of the changes in the socio-political twentieth-century Catalan 
landscape.  
 
Rural to Urban Migration in Pedrolo’s Crime Fiction  
Any discussion of the relationship between centre and periphery in Catalonia must begin with 
acknowledgement that Catalonia is itself a peripheral entity – both geographically and politically – 
within the Iberian Peninsula and the Spanish state respectively. As noted by Salvador Giner, ‘[b]y 
the eighteenth century onwards the demographic weight in the Iberian Peninsula had shifted to the 
periphery […] [and] this process underwent further acceleration in the nineteenth and twentieth 
centuries with the important exception of the politically generated growth of Madrid’ (1980, 39). 
The periphery Giner initially refers to here is geopolitical; Madrid is both the geographical centre of 
the Peninsula and the politically established capital of the former realm/kingdom of Castile since 
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the sixteenth century.68 This demographic shift is therefore of a strictly economic nature and it is 
precisely its agents – whether they are internal migrants moving from rural Catalonia to the city of 
Barcelona or workers from other regions of Spain trying their fortune in the growing ‘ciutat comtal’ 
– who become the focus of Pedrolo’s crime fiction narratives. 
It is in this particular context that including Es vessa una sang fàcil in my analysis acquires 
additional significance, as there are many instances in the novel where migrant characters provide 
raw descriptions of their life in marginal areas of Catalonia. Besides, the fact that this is not only 
Pedrolo’s first crime fiction novel but also one of the first works of his career69 – written in 1952 
and published in 1954 – offers us a unique insight into one of the writer’s very first fictional 
accounts of the social conditions of twentieth-century Barcelona. A key example to begin with is 
the testimony of Blasi, one of the criminals in the novel, who spent his childhood in a shanty town 
located somewhere on the outskirts of Barcelona, part of ‘the mass of barraques or shacks built 
almost overnight with ramshackle materials by the incoming peasants from the south’ (Giner 1980, 
41) that were commonly found in the areas of Hospitalet and Montjuïc. Blasi’s account of the area 
talks about poverty, cold, loneliness and fear, together with a sense of proximity to the ‘bright city 
lights’ that seems to give some hope to the child that Blasi once was:  
S’arraulia a un angle de la barraca, l’esquena contra les postes de fusta, els ulls oberts, 
petant-li les dents, de fred i de basarda. Els llums de la ciutat resplendien, podia veure 
aquelles petites i fràgils estrelles, no tant distants, després de tot. (Pedrolo 1954, 105) 
 
If we go back to the dates in which the novel is situated, the late 1930s, Blasi’s childhood memories 
date from the beginning of the twentieth century and resonate with those of the thousands of 
migrant families leaving the countryside areas during the above mentioned demographic shift, 
motivated by ‘the perennial attractions of the “city lights” for the peasant combined with the higher 
salaries and the “abundance” of employment to be found in Barcelona and its nearby towns’ (Giner 
1980, 43). Blasi’s family was probably one of the many migrating from rural to urban areas during 
the turn of the century:  
The working classes continued to expand. Although migration from the Catalan countryside 
into the cities continued, the annual average of about 4,000 people coming from the rest of 
Spain into Catalonia rose to about 20,000 per year in the decade 1910-1920, a figure which 
would later look very small. (Giner 1980, 28) 
 
68 Felipe II’s reign in Spain in the second half of the sixteenth century (1556-1598) symbolises the peak of power and 
influence of the Spanish Empire, the era commonly being referred as the Spanish Golden Age, but it also includes 
the humiliating defeat of the Spanish Armada in 1588 against England. 
69 While Pedrolo had finished writing three other novels by the time Es vessa una sang fàcil was completed in 1952 –
Elena de segona mà (1949), Doble o Res (1950) and Cendra per Martina (1952) –, Es vessa is the first of Pedrolo’s 
novels to be published.   
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In the case of migrants from rural Catalonia, the dramatic transformations brought about by this 
demographic turn created a ‘Catalunya pobra, or “poor Catalonia” of the high mountain areas and 
other interior comarques [that] first became economically depressed with the intense internal 
migrations of the 60's and 70’s’ (Giner 1980, 42-43). This stratum of society is also reflected in 
Pedrolo’s later crime fiction works – Joc brut (1965) and Mossegar-se la cua (1967) for instance – 
in which life in the countryside is always associated with poverty and harshness, and characters 
born in such areas seem to be unable to escape their fate despite moving to urban areas. Both Juna 
and Xavier in Joc brut are examples of characters born in peripheral Catalan towns who struggle to 
make a living in the city. As is shown on their first date, Xavier feels compelled to talk to Juna 
about the austerity that has always characterised his life, confessing ‘que tampoc jo no era de 
Barcelona, que la mare i jo hi vam venir en acabar-se la guerra que va deixar-la vídua, perquè el 
meu pare havia mort al front, al costat dels vençuts i mai no havíem rebut cap ajuda’ (Joc brut 15). 
As Pedrolo narrates, Xavier ‘revivia en uns moments la [s]eva infància humiliada i famolenca’ 
(ibid), a precarious situation deriving from years of living in poverty and described in detail 
throughout the novel: 
Vivíem percaçats per la fam, pel lloguer de la cambra que calia reunir fos com fos si no ens 
volíem trobar al carrer, per una misèria sense pal·liatius i a la qual no vam començar a torçar 
el coll fins que ja tenia tretze anys i va poder-me col·locar, de grum, al despatx on netejava. 
(Joc brut 1975, 59) 
 
Another example showcasing the difficult living conditions that may have pushed many migrants to 
move to Barcelona can be seen in a description of a couple found in the first pages of Mossegar-se 
la cua. The woman was ‘una xicota relativament jove, d’uns trenta-cinc anys, però prematurament 
envellida i amb les mans totes arrugades i plenes de durícies; evidentment, una camperola que havia 
fugit de terres més ingrates. Devien ser-ho molt’ (Pedrolo 2011, 41). This description comes from 
Jordi – the main character and amateur investigator in the novel –70 who also notes she has ‘l’accent 
gallec’ (Pedrolo 2011, 42), while the man is not able to hide ‘que procedia de les profunditats del 
sud; si no ho hagués dit prou clar la seva parla, ho hauria pogut descobrir per la seva cara bruna i 
agitanada sota els cabells negres com el carbó’ (Pedrolo 2011, 42). He also identifies the couple’s 
last name as Rodena, of Aragonese origin,71 and highlights the man’s past occupation by describing 
 
70 The investigation agency where Jordi works resembles Manuel de Pedrolo’s actual job in information agencies 
described at the beginning of this chapter, as a down-to-earth worker and demystifying the private investigator 
figure we find in traditional crime fiction. 
71 ‘Antiguo apellido de origen aragonés, que sin duda debe traer su origen del lugar de Ródenas (cuyo nombre tomara), 
perteneciente al partido judicial de Albarracín, en la provincia de Teruel, cerca del límite de la de Guadalajara’. 
 ‘http://redaragon.elperiodicodearagon.com/sociedad/heraldica/default.asp?accion=pagina&heraldica_id=72’ 
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his trousers as ‘pantalons de vellut que durant anys devien haver-se arrossegat pels latifundis 
d’Andalusia’ (Pedrolo 2011, 42). If we look at the locations in the Kepler visualisation produced 
from this novel in Figure 16 we can see how the peripheral areas of Sant Andreu and Hospitalet, 
concentrate many of the most frequent spaces in the novel. 
Figure 16. Kepler visualisation of Mossegar-se la cua. 
 
The descriptions of such spaces indicate how the rural upbringing of many actors in Pedrolo’s 
fiction dictate the living conditions they endure in their new urban environment; these characters 
tend to be more exposed than other residents to extreme poverty in the Barcelona described by 
Pedrolo. Such representations can be read as manifestations of the author’s discontent with the 
social transformations of the Catalan landscape around him. His works reflect the inability of the 
Catalan social infrastructure to absorb this unprecedented migrant movement, which will ultimately 
result in the marginalisation of these newcomers. The difficult conditions in the poverty-ridden 
landscapes left by the war were not ameliorated by the economic measures of the Franco regime. 
Initially, there was an intention to prioritise agricultural development after the war – ‘están claras 
las preferencias del régimen franquista en sus primeros años por la agricultura que habían sido ya 
expresadas con anterioridad por el propio General Mola’ (Biescas 68) – perhaps in an attempt to 
retain support from rural Spain, defined by General Molas as ‘el verdadero pueblo, el más 
numeroso, el más trabajador, el más pacífico’ (ibid), who supported the Movimiento Nacional while 
“la revolución marxista encontró su apoyo entre los trabajadores mejor pagados de las ciudades” 
(ibid). Even if both the Republican and the Frente Nacional sides had their influence spread 
throughout different territories in Spain, regardless of their urban or rural location, it is 
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understandable that the conservative nature of the Frente Nacional and its connection with the 
traditional values promoted by the Spanish Catholic church would ensure a greater acceptance of 
this ideology in rural areas. On the other hand, the more progressive values of the Republican side 
would appeal to a number of city inhabitants. Despite this being a generalisation, the Regime’s 
propagandistic apparatus was very aware of these different ideological groups and how to address 
them. However, and despite these efforts by the regime to gain support in rural areas, studies such 
as Carlos Barciela’s (1986) have argued that it was precisely the implementation by Franco’s 
Regime of absolutistic policies that aggravated the situation in the countryside; ‘una de las 
principales causas de la depresión agrícola de los años 1940 fue la propia política agraria franquista: 
intervencionista y de signo autárquico’ (Barciela 1986, 388). The rural exodus that followed was 
not stopped by the rural reforms that would arrive later during the 1960s; as Luís García de Oteyza 
argues, by the end of the 1940s ‘la agricultura ha dejado de ser una forma de vida apacible y suave 
para convertirse en una actividad económica influida por el acelerado proceso de tecnificación’ 
(García de Oteyza 1968, 7) indicated that the brutal transformation of rural landscapes and the 
living conditions within them was to make rural exodus an irreversible phenomenon. 
Pedrolo is very aware of this disappearing rurality in the Catalan context, as he indicates by 
choosing Torrent de Piqué street, in which he locates the residence of the above-mentioned 
immigrant family in Mossegar-se la cua. Torrent de Piqué belongs to Barcelona’s district of Sant 
Andreu, and is enclosed in a neighbourhood called Porta. According to the post ‘Els tres carrers de 
Porta’ by the blog pladebarcelona,72 the name of the neighbourhood stems from the former location 
of a masia called Can Porta in the area. The same blog notes the disappearance of many historical 
masies originally located along the river bed that once was the Torrent de Piqué. According to the 
Barcelona street’s database, three quarters of this original river bed were renamed carrer de la 
Maladeta in 1907, while only the last part of this path kept the name Torrent de Can Piquer.73 When 
describing the house where the crime is committed in Mossegar-se la cua, Pedrolo deliberately says 
‘era al torrent de Piqué’ (Mossegar-se 40) instead of referring to the present-day street name 
Maladeta. The author is not only choosing to keep a link with the rural past of this area, but also to 
continue being very critical of the transformations in the city,74 which he probably witnessed as he 
was in the process of writing the novel: 
 
72 https://pladebarcelona.wordpress.com/2014/05/10/els-tres-carrers-de-porta/ 
 
73 Contact with the Arxiu històric de Roquetes-Nou Barris revealed that the renaming of this last section of the street 
only took effect in December 1967, while Pedrolo had already finished the manuscript of Mossegar-se la cua in 
January of the same year. 
74 See the previous chapter on Sci-Fi and the critique of urban transformation found in the analysis of short stories such 
as ‘Diners’. 
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un solar on tot just començaven a edificar, car darrere la tanca de maons ara esbotzada vaig 
veure mitja dotzena d’homes i unes quantes màquines grogues d’aspecte impressionant que 
excavaven el terreny. Tot plegat semblava ben poc prometedor. (Mossegar-se 41) 
 
Paradoxically, the social resistance embodied by Pedrolo’s texts is still alive in the present-day Sant 
Andreu neighbourhood. The same space in the carrer de la Maladeta that once held some of the last 
architectural remnants of Barcelona’s rural/agricultural past, has now not only a memorial but a 
practical continuity, as the site has become an urban farm, ‘un espai reinvindicat i gestionat pels 
veïns del barri de Porta’ (Pladebarcelona), which stands strongly against the current climate of 
urban property speculation in Barcelona. 
The absence of rich landowners in Pedrolo’s depictions of rurality is quite significant, particularly if 
we take into account the writer’s problematic relationship with his own aristocratic background75 in 
Tàrrega. If we compare it to what is perhaps the most paradigmatic case in Catalan literature of a 
writer constructing and capitalising on an identity deeply rooted in rurality, Josep Pla, Pedrolo’s 
self-detachment from the rural becomes even more acute. Pla ‘s’autodefineix com a pagès i es 
vesteix de pagès’ (Granell & Pla 1997, 31) assuming such an identity ‘a manera de disfressa, com a 
forma d'exili interior’ (idem). According to Jordi Larios, Pla admits that ‘la vida als pobles de la 
ruralia resulta “asfixiant i inaguantable”, però que no pensa anar-se’n a viure a la gran ciutat, com fa 
molta gent’ (2015, 129). While Pedrolo’s opinion on the oppressive nature of rural spaces is similar 
to Pla’s, he opted to leave Tàrrega for the anonymity of Barcelona. 
Pedrolo’s criticism of such urban change does not seem to stem from an attempt to glorify rural 
Catalonia, neither is it an identitarian plany (i.e. nostalgic) to the fall of the pagesia. His texts 
respond to the social issues associated with these changes; his concern is the rise of inequality and 
poverty brought about by a rural exodus that was happening at a global level – as traced in these 
texts – but had an even more devastating effect under the autocratic policies of the Franco regime. 
Pedrolo sees the city transform in order to benefit the powerful classes – an outcome that was very 
well received by the regime, lacking social conscience and favoring the elites – whereas ‘quan Pla 
critica la burgesia, ho fa des d’una perspectiva “subjectivament reaccionària”, la del propietari rural 
que sap que el seu món és a punt de desaparèixer’ (Larios 2015, 128). 
 
 
 
75 Despite his socio-political commitment and activism, Manuel de Pedrolo comes from an aristocratic family. See 
Lluís Trepat’s La meva lectura de Pedrolo at Quaderns Pedrolians Vol 1 2008 (p21-25) 
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Living Conditions During the Building Crisis in Barcelona’s 1960s 
One of the greatest consequences of the demographic shift mentioned in the previous section is the 
building crisis it triggered in the industrial areas of Catalonia, particularly those with a higher intake 
of population. Pedrolo’s awareness of such a dramatic urban transformation has been noted in the 
previous chapter, when looking at his Sci-Fi short stories ‘La mina’ and ‘Diners’, and will also be 
explored in the next chapter when looking at Temps obert. With crime fiction being traditionally a 
mostly urban genre, depictions of Barcelona are also to be expected in Pedrolo’s contribution to the 
genre. In fact, as the street wanderer he was known to be, it is no surprise his texts record 
Barcelona’s rapidly changing landscape. In Mossegar-se la cua (1967) the writer describes these 
changes in quite negative terms; while referring to a new living area being built around the 
neighbourhood of Sant Andreu, he mentions that ‘nova i tot, ja feia fàstic de veure’ (Pedrolo 2011, 
40) and that they give the image of being ‘barris encara a mig edificar’ (Pedrolo 2011, 48). The 
houses Pedrolo talks about are those built in a hurry as a result of the severe accommodation crisis 
in a city whose population figures grew – according to Giner – from 1,280,179 inhabitants in 1950 
to 1,745,142 in 1970 (1980, 40). The demographic growth in the ciutat comtal – the only Catalan 
city that features in every single one of Pedrolo’s crime novels – was continuous during the period 
in which he wrote the pieces analysed in this chapter (1952-1972). Pedrolo responds to these urban 
changes through detailed descriptions of these shifting landscapes in his narratives, not only 
showing awareness of the social transformations around him, but also denouncing the precarious 
living conditions arising as a result: 
there were the many quarters of hurriedly and cheaply build ‘social dwellings’, created to 
remedy the evils of the hovel townships in which the new arrivals lived. These new quarters 
were makeshift suburbs of often high-rise tenement buildings, erected with no consideration 
to landscape, hygiene, availability of services or minimal architectural elegance.  (Giner 
1980, 41) 
 
Giner’s descriptions of these new peripheral neighbourhoods arising in the 1950s and 1960s clearly 
mirror Pedrolo’s fictional accounts; both report that rural to urban migration did not necessarily 
mean an improvement in the life of the newcomers. The sense of alienation the characters 
experience when arriving in a new environment is in this case reinforced by the stigma associated 
with living in a burgeoning shanty town. If in their rural origins, poverty was perceived as inherent 
to the nature of that setting, in the city, this condition is terribly magnified by social exclusion. 
Further exploration of how poverty is experienced on a daily basis is presented through the 
description of the lives of the Misarach family in L’inspector arriba tard. Despite counting on 
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Claudi’s salary as a worker in a factory, the family seems to be living in a quite desolate space. 
There is a detailed description of the darkness in the rooms, located in a neighbourhood so 
overcrowded with constructions that buildings cast shadow on each other; ‘el dormitori dels 
Misarach sempre resultava fosc per culpa de les altres cases que es dreçaven a l’altra banda del 
carrer’ (Pedrolo 1960, 7). The frugality of their home, particularly in terms its reduced space, is 
brought to light by Claudi’s memories of the tiny bathroom when they first moved in: ‘en un excés 
d’entusiasme, un dia ja feia molts anys, l’havien anomenat la cambra de bany. Però no ho era’ 
(Pedrolo 1960, 8). Even if there is no specific mention of the exact location of the neighbourhood or 
the factory where Claudi works – the only detail we know about is that Claudi takes the tram to 
commute to work – the area they live in does not seem to correspond to the descriptions of 
hurriedly built housing structures in Mossegar-se la cua, but instead to run down buildings that 
retain an air of remembrance of a more prosperous past: ‘sobre una porta dels baixos deia: 
“Porteria”. Però no ho era. La casa feia molts anys que no en tenia. Els veïns que l’ocupaven ara, 
però, no havien pensat pas a rascar el rètol’ (Pedrolo 1960, 24). These accounts could easily fit with 
the more degraded areas of the Ciutat Vella neighbourhood, where a ‘luckier’ sector of the work 
force could resort to rellogats76 instead of the ‘barraques or shacks built almost overnight with 
ramshackle materials by the incoming peasants from the south’ (Giner 1984, 41).  
Nevertheless, the smells in the flat, the screaming among neighbours and Claudi’s own fights with 
his wife Teresa contribute to create an asphyxiating atmosphere that seems only avoided by the 
youngest in the family, their nineteen year-old daughter Elisa. That is, however, in Claudi’s opinion, 
just a matter of time, as he ‘començava a sospitar el tedi enorme, el tedi vital que amagava aquella 
actitud. Ella no ho podia comprendre, perquè ella era jove, molt jove, i tot era davant seu, encara’ 
(Pedrolo 1960, 36). Pedrolo captures how the generational gap between Claudi and his daughter 
protects her – if only temporarily – from the full realisation of the insufficiencies and the harsh 
living conditions of post-war Barcelona. The same impoverished upbringings are present in 
Xavier’s accounts of his past in Joc brut, when he talks about the first property he and his mother 
are able to afford after years of living in rellogats: ‘[l]a humitat se’ns menjava, devorava les tres 
cadires, els dos llits i la taula, l’armari, tot comprat de vell, usat i miserable. La comuna era fora, al 
pati, on també calia cuinar amb un fogó portàtil…’ (Joc brut 15). We also learn that Xavier and his 
mother were the victims of a corruption case in the construction business; after having spent all 
 
76  In the advent of the massive demographic changes in Barcelona during the turn of the century (19th to 20th), 
overpopulation in the city triggered the proliferation of shantytowns – barraquisme in Catalan – and the practice of 
subletting rooms in existing housing – rellogats in Catalan. Detailed accounts of these transformations can be found 
in the works of Francesc Candel (1964), Salvador Giner (1984), and Espinet, F, Tresserras i Gaju, J. M. (1999). 
 
 
 
 130 
their savings on the purchase of such an apartment, the constructor ended up disappearing together 
with the money and leaving their house half built.  
It is precisely Juna’s knowledge of Xavier’s desperate situation, combined with her own obsession 
with escaping poverty, that will ultimately trigger the murder in Joc brut. The fortune of Juna’s 
uncle,77 which would be inherited by her in the event of his death, promises a future of wealth for 
the couple, murder becoming a fast track to escape from poverty. Similarly, the circumstances of 
the characters in Algú que no hi havia de ser reflect the economic difficulties of the time. Ernest, the 
main character in the novel, is described as ‘un traductor mal pagat’ (Algú 14) whose choice of 
partners in crime is greatly influenced by their economic situation, which is in all cases quite 
deficient. 
It is hardly surprising, then, that many of the migrant characters depicted by Pedrolo become that 
‘ordinary person who has committed a crime out of necessity’ (Colmeiro 67) and end up trapped in 
the crime-ridden circles of the city; the trigger leading to their misfortune is precisely the mobility 
throughout the opposite spaces represented by the countryside and the city. The reader is in many 
ways called to empathise with the criminals, as ‘in view of these adverse circumstances the act of 
rebellion against the norms of society is not only understood and justified, but the social system 
begins to appear as the real cause of the criminal activity’ (Colmeiro 1989, 65). Despite committing 
crimes – some involving deaths, some simple robberies – the motive behind all these unlawful acts 
is always the same: an attempt by the characters to escape the precarious lives they suddenly 
become trapped in. The social function of crime fiction is therefore accomplished, as Pedrolo’s 
narrative reflects the situation and denounces the injustices of his contemporary society. 
 
Pedrolo’s Sociocultural Activism and the Catalanisation of Crime Fiction 
In his article ‘Francoism and the Formula of Fear in Spanish Crime Fiction: the case of Jordi Sierra 
i Fabra’s Cinco días de octubre/Five Days in October’, Stewart King includes writers such as 
Manuel Vázquez Montalbán, Andreu Martín, Juan Madrid, Jaume Fuster and Maria-Antònia Oliver 
in the group of intellectuals who adopted the hardboiled crime fiction genre in Spain as a response 
to the demise of Franco’s dictatorship. King acknowledges them as writers  
who adopted this relatively underdeveloped genre in Spain with the aim of exposing the 
perceived continued corruption, undemocratic practices, and dodgy business deals of the 
 
77 The readers will later discover that Mr Virós was in fact Juna’s husband, not her uncle, and that her real name is 
Caterina Freixa (Joc brut 106). 
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shadowy, behind-the-scenes figures who pulled the political and economic strings of the 
fledgling constitutional monarchy. (King 2014, 46) 
 
While King analyses how Spanish hardboiled crime fiction is ‘associated with the demise of the 
Franco regime and the restoration of democracy in the 1970s and early 1980s’ (45) and looks at 
how such writers depicted the post-Franco era, Pedrolo’s crime fiction corpus encompasses an act 
of resistance and denunciation of the oppressive actions of the Franco regime and their devastating 
consequences. Through his uncompromising stance in defending Catalan language and culture 
through literature, Pedrolo not only gives visibility to marginalised sectors of Catalan society, but 
also aims at popularising crime fiction in his language. As we have seen throughout this section, 
Pedrolo blurs the geo-economic lines between centre and periphery in Catalonia in order to produce 
a more accurate representation of the Catalan landscape. 
Even if this blurring can be extrapolated to his wider project, the theory of Pedrolo accomplishing 
three fronts in his crime novels through ‘the illegal trespassing of the limits imposed by the centre-
periphery demarcation’ (Colmeiro 59) does not fully fit. The three fronts Colmeiro refers to are the 
use of the minoritised Catalan language, the promotion of the undervalued genre of detective fiction, 
and the gift of visibility to marginalised sectors of society (ibid 60). Considering, on the one hand, 
Pedrolo’s conscious decision to write the entirety of his oeuvre strictly in Catalan, ‘preferring to 
reach a limited audience in Catalan rather than abandon his native tongue in order to gain wider 
recognition’ (Crameri 82) and, on the other, his contribution to Catalan crime fiction – also noted 
by Colmeiro in his essay and addressed in the previous section – the first two aims exposed here by 
this critic are clearly in line with the views on the writer’s militancy I have looked at in previous 
chapters.  
With regard to the third front, however – even if I strongly agree with some of Colmeiro’s 
arguments and will use them to support my own through this section – I also believe there is an 
aspect in Pedrolo’s approach to giving visibility to marginalised sectors that the critic overlooks in 
his analysis: the exclusive Catalan identity adhered to by most of the main characters featured in 
Pedrolian crime fiction. I argue that in order to perform the ‘reverse of the centre-periphery 
situation’ mentioned by Colmeiro, Pedrolo chooses to represent both marginalised and privileged 
citizens in his fiction mainly through characters of Catalan origin, a representation that involves a 
conscious choice from amidst the many excluded social groups in the complex social structure of 
twentieth-century Catalonia. 
Evidence suggests that the social strata mirrored by Pedrolo’s crime fiction corpus – which, as 
mentioned previously in this chapter encompasses the less economically favoured sectors of society 
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– had been dramatically transformed from the eighteenth century onwards. Despite being far from 
constituting a homogeneously Catalan group before then – due to pre-industrial revolution-induced 
migrations – it is in the twentieth century that the Catalan working class sectors experience the most 
visible changes in their demographics. According to Giner, these changes become even more 
pronounced during the period in which Pedrolo publishes most of his crime fiction. By the time he 
writes his last crime fiction novel, nearly half of the population in Catalonia is constituted by 
migrants from other regions of Spain: 
in the 1960-1971 period alone 665,731 people, mostly Andalusians, Estremadurians and 
Murcians (i.e.  Southerners) had come to settle there. Their spatial concentration meant that 
around 1975 nearly half the Barcelona municipality was of non-Catalan stock (49%) 
whereas in its own province (the capital excluded) it was above 46%. (Giner 1980, 43) 
 
The evidence shown by these figures makes it difficult to believe that Pedrolo was unaware of these 
transformations from his Barcelona flat in Calvet street. The fact remains, however, that with a few 
exceptions such as the previously analysed Rodena family in Mossegar-se la cua, every other actor 
in Pedrolo’s crime fiction corpus is given an unmistakably Catalan name: Arcadi, Jaume Forcada, 
Sr. Morals, Antoni, Blasi, Trencat, Joan Roig and Mercè in Es vessa una sang fàcil; Claudi 
Misarach, Marxant, Peralta, Marsal, Eusebi, Elisa, Teresa, Jaume and Ignasi in L’inspector arriba 
tard; Juna, Xavier Rius, and Sorribes in Joc brut; Antoni Portell, Olga, Oliana, Pujals, Mas, Sr. 
Jordana and Eudald in Mossegar-se la cua; Ramona, Elisa Puig, Ernest, Pau Faner, Sr Perarnau, 
Oliana and Alberta Vila in Algú que no hi havia de ser. This particularity in Pedrolo’s 
representation78 suggests that Pedrolo’s project, beyond giving visibility to a subaltern language and 
literature, is also highlighting the existence of a Catalan population ignored by mainstream crime 
fiction narratives at the time, written in or translated into Castilian language. 
One of the main arguments in this chapter is that Pedrolo’s representations of space in his crime 
fiction mirror post-war Catalan landscapes from a very critical stance. The facts just mentioned 
validate a reading suggesting that Pedrolo’s efforts to represent twentieth-century Catalonia are 
partially thwarted by his choice to exclude non-Catalan characters from his depictions. However, it 
is my belief that such criticism could only be founded in a hypothetical context where both Spanish 
and Catalan language and cultures coexisted in a non-hierarchical relationship. At the time when 
Pedrolo’s crime fiction works were written – between 1952 and 1972 – this was far from being the 
case; Spanish culture and language were at that time heavily imposed over any other cultural 
 
78 I am also aware of the fact that it is obviously a matter of the fiction writer’s license to represent reality in the way 
he chooses to, and these depictions do not necessarily have to be projections of the writer’s ideal society. My 
approach, however, chooses to see Pedrolo’s depictions of society as being closely related to his militancy. 
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representations in the Spanish state. What is more, the precarious conditions experienced by many 
Catalan-born migrants when arriving in the Ciutat Comtal – also covered by this section – makes 
Pedrolo’s fictional representations of Catalan characters realistic in the Barcelona before and during 
Franco dictatorship. I suggest this phenomenon of internal migration in the Catalan case should be 
enough to eliminate the suspicion of these depictions being Pedrolo’s mere ‘Catalanised’ versions 
of the real experiences of Spanish immigrants to the principat.  
I postulate a full awareness by Pedrolo of ‘the so-called “other Catalans” – els altres catalans as 
named in a famous best-seller by an immigrant worker turned writer, Francesc Candel, who became, 
like many of his fellow immigrants, a good Catalan patriot’ (Giner 1980, 52) – and knowledge of 
the complex demographic, political and economic landscape in which his narratives and ideology 
operated.  Such multiplicity of identities make his figure open to various forms of criticism related 
to possible contradictions in his beliefs. When looking at Pedrolo’s militancy in more depth, we can 
see that some of the ways in which his political activism took shape go far beyond the strictly 
Catalan-focused linguistic activism he was most known for. His lifetime refusal to use Castilian in 
his works – to the point that he rarely accepted translations of his works into this language – does 
not in any way interfere with his transversal approach to social struggles occurring in the Iberian 
context, embodied for instance in his adhesion to a manifesto ‘en solidaritat amb els obrers 
represaliats catalans, bascos, gallecs, castellans, andalusos i els vaguistes minaires asturians d’abril 
del 1962’ (Ferrer 2015, 158). 
A completely different discourse to Pedrolo’s was gaining momentum at the time, that of assuming 
that the Catalan language was the language spoken by the bourgeoisie. As Giner notes, such a claim 
was made during the 1960s in the midst of the burgeoning demographic explosion in Catalan urban 
areas: 
 As immigrants grew massively in numbers and became settled (and often skilled) industrial 
workers there arose a Spanish-speaking, easily recognisable, large ‘minority’ of non-
Catalans with their families, now forming a conspicuous feature of the class system. (To 
illustrate this, and as a matter of curiosity, a significant communist splinter movement in the 
late sixties, Bandera Roja – from which the Communist Party would later obtain some of its 
ablest leaders – engaged for a while in the exclusive use of the Spanish language explaining 
to all and sundry that Catalan was ‘the language of the bourgeoisie’, and therefore to be 
avoided.) (Giner 1980, 44) 
 
The claim is, however, a generalisation, as according to critics such as Resina ‘the bourgeoisie is, of 
all classes, the least reliable in its commitment to the ancestral (referring to Catalan) language’ 
(156); he also quotes Stewart King’s idea of how ‘the social myth of the Catalan cultural identity 
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reflects the interest of the bourgeoisie’ (157). It is then possible to say that such ‘Catalanisation’ of 
immigration in Pedrolo’s narrative is a direct response to these claims, not necessarily aiming at 
negating the existence of a Castilian-speaking social stratum, but instead trying to give visibility to 
its Catalan counterpart, at risk of being overshadowed by a growing discourse. I argue that, in his 
approach to representing twentieth century Catalonia through his narrative, Pedrolo is very aware of 
the fact that the ‘political-linguistic tensions generated by the new linguistic stratification are far 
from being unimportant in the dialectics of class inequality and political order in Catalonia, or 
indeed elsewhere in other parts of Spain’ (Giner 1980, 44); his particular choice of which cultural 
narratives to highlight is his way of negotiating these tensions. 
 
Memories of Post-war in Pedrolo’s Crime Fiction 
References to the retirada – the exile of Catalan republicans to France – are also present in 
Pedrolo’s crime fiction works. In Es vessa una sang fàcil, the mysterious female character named 
Mercè,79 apparently the one and only beneficiary of the loot stolen by the criminal gang, decides to 
flee to France. The novel closes with the sentence ‘[v]int-i-cinc minuts després sortien. Camí de 
França’ (142). Considering the parallelisms I previously draw between this novel and Algú que no 
hi havia de ser, it is interesting to note that in this 1972 work the surviving characters also attempt 
to cross the border during the last pages of the novel. In this case, however, Pedrolo does not leave 
an open ending, as the car in which the fugitives are travelling crashes with a lorry killing them 
instantly.  
In his already mentioned crime fiction study Colmeiro states that ‘for Pedrolo, the optimism 
associated with the happy ending, no matter from which side, is always reactionary precisely 
because of its conformity’ (1989, 68); I would go further to connect this scepticism in his crime 
fiction works, among other genres, to the socio-political context of the society they are mirroring. 
Not only is the tragedy echoed in other works of the author – the ninth volume of Temps obert: Pols 
nova de runes velles (1967) opens with the Bastida family suffering a car crash on the French 
border – but there are also very particular details about the location of the accident in Algú que no hi 
havia de ser that point to a clear intention by Pedrolo to create awareness of these spaces on the 
French border. The site of the accident is precisely La Tor de Querol (La Tour de Carol), a place 
 
79 Pedrolo leaves Mercè’s identity unclear, as her name is only mentioned at the very last page of the novel, and does 
not correspond to any of the female characters in the novel. Even if the most plausible option seems to be that 
Mercè is Joan’s girlfriend – the girl who is interrogated and tortured by the gang when Joan disappears – the author 
does not fully confirm her identity. 
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that hosted one of the triage centers that shaped the Spanish Republicans’ experience of exile 
immediately after the Republican defeat: 
At the frontier they were held at triage centres, in Prats-de-Mollo, La Tour-de-Carol, Boulou, 
Bourg-Madame, Arles-sur-Tech, and Saint Laurent-de-Cerdans, where they rested briefly 
before their separation and redirection to internment centres. (Burgess 2008, 207) 
 
Experiences in the same triage centre are narrated by Xavier Garcia i Soler in his autobiographical 
work Memòria i confessió (1992) and give an idea of the harshness of the situation lived by 
thousands of exiles at the French border: 
D’Osseja em van portar amb ambulància a la Tor de Querol, a l’estació. Allí, a la mateixa 
sala dels bitllets, m’hi vaig passar quinze dies, dormint a terra, sobre una mica de palla, al 
costat d’un capità que tenia el cos empastifat totalment de sarna; abraçat a ell, com un 
enamorat a la seva estimada, per salvar-nos del fred horrible que feia. (Garcia i Soler 1992, 
74) 
 
These spaces of exile are also present in other works by Pedrolo – such as volume 9, 10 and 11 of 
the cycle Temps obert, analysed in depth in my next chapter – and are always associated with 
traumatic experiences that mirror the Catalan diaspora. 
References to life under the dictatorship can also be found in L’inspector arriba tard, as we see 
Claudi, the main character of the novel, obsessed with his surroundings as he feels the tension of 
living under constant surveillance: ‘era ben clar que tenien interès a fer-li saber que era vigilat. De 
nit i de dia. Una esgarrifança li travessà el cor i tot ell s’encogí sota la gavardina. No podia donar un 
sol pas en llibertat…’ (Pedrolo 1960, 82). Even if we as readers know that Claudi is afraid of his 
theft being discovered by the police, the specific wording of his thoughts can easily mimic the 
repressive and fearful state of surveillance under a dictatorship. His obsession goes as far as to 
consider his own workmates are part of this surveillance: ‘De cop se sentí esclòs d’aquella petita 
comunitat que formaven. Un darrera l’altre, dissimuladament, els anà observant. Els mateixos de 
cada dia… Però, ¿ho eren verament?’ (1960, 87). The idea of being denounced to the authorities by 
one’s colleagues is not strange in dictatorial regimes, where ideological clashes instigated rivalry 
between individuals who once formed part of the same community. In a similar way, Jordi, the 
main character in Mossegar-se la cua, describes Mr Jordana, the villain in the novel, as a reminder 
of the vigilant regime controlling the population: ‘Ell sovint era autoritari i despòtic i m’havia costat 
molt de convèncer-lo que, de com pensaven els seus empleats, no n’havia de fer res’ (Pedrolo 2011, 
34) and the vicious nature of men in power: ‘perquè ell és un home sense vicis petits’ (Pedrolo 2011, 
36). 
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No Country for Women: Gender Roles and Violence in Pedrolo’s Crime Fiction 
As I indicated in the previous chapter, the problematic representation of women, and violence done 
against them in Manuel de Pedrolo’s corpus deserves a nuanced analysis in connection with his 
militancy. The presence of these depictions is perhaps stronger in the genre of crime fiction than in 
the fantasy and Sci-Fi texts we saw previously. Whereas the imaginative possibilities to represent 
this violence in the former genre were endless – exemplified in the infamous first scene of Totes les 
bèsties de càrrega – the latter has to fit in with the more realistic arena of crime fiction and 
therefore look plausible in the context of twentieth-century Catalan society; indeed, it is perhaps 
this closeness to reality that makes these recurrent representations of violence even more unsettling. 
Apart from the short story ‘Impunitat’, there is only one other crime fiction work in which there are 
no descriptions of physical violence against women: L’inspector arriba tard. Symbolic violence, 
however, as understood by Pierre Bourdieu, is embodied by the roles played by three female figures 
in this novel, who pivot around the central male character Joan: his wife Teresa, his daughter Elisa 
and one of his co-workers, the anonymous mecanògrafa. The three women play marginal roles in 
the progression of the plot and are reduced to the prototypical figures of mother, daughter and 
whore, respectively. At home, Joan is the only character who has a job while both wife and 
daughter take care of the domestic tasks. Joan is mostly silent towards the two women in his house, 
who seem to be trained in the art of leaving him alone and understand his short interjections, grunts 
or gestures; they are ‘subjected to a labour of socialization which tends to diminish and deny them, 
learn the negative virtues of self-denial, resignation and silence’ (Bourdieu 49). The female 
character, mecanògrafa – Joan’s colleague at the factory’s office – is stigmatised because of the 
romantic relationship she begins with the inspector investigating the robbery, which not only meets 
with the immediate disapproval of the rest of male workers in the office, who judge her as ‘easy’, 
but also raises Joan’s suspicions as he believes she may be possibly acting as a spy conveniently 
placed in the office by the inspector.  
The rest of Pedrolo’s crime fiction works, however, feature female figures who can easily be 
identified with the femme fatale trope, as is the case of the mysterious woman at the end of Es vessa 
una sang fàcil, Juna in Joc brut, and Elisa in Algú que no hi havia de ser. These three women use 
their sexuality to lure the male characters and convince them to commit crimes which benefit them 
in some way or another. Characters such as Xavier and Ernest become victims of elaborate schemes 
by these women, who often entangle other male figures in their plans. 
Thus, women who participate in the crimes of Pedrolo’s noir fiction are generally characters who 
cannot be trusted, as is indicated in Ernest’s reflection when planning the robbery in Algú que no hi 
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havia de ser: ‘Tot hi sortiria si em preocupava d’evitar les femelles i de tenir en compte, 
primordialment, el tarannà dels homes que treballarien amb mi’ (Pedrolo 1974, 15). When Ernest 
describes the three individuals he is going to recruit for the bank heist, there is an obvious 
characteristic that all three candidates share: they are in desperate need of money. However, what 
really stands out in their situations is the underlying reason provoking them; with no exception, 
these characters seem to find themselves in these unfortunate positions because of the way they 
build relationships with women in the texts. Marc, for instance, portrayed as a womaniser – ‘(f)orça 
afeccionat a les faldilles’ (Pedrolo 1974, 16) – needs the money to sustain his Don Juan lifestyle, as 
‘això no vol dir que les aventures li sortissin de franc […] no estalviava obsequis ni dinades’ (ibid); 
women are again portrayed as commodities that can be purchased by well-off male characters. 
Joan’s problem, in contrast, is being a compulsive gambler, though even here Pedrolo seems to 
blame the character’s ex-wife for his situation: ‘[s] eparat de la dona i posseït per la passió del joc 
[…] sol des que la muller el deixà, perquè havia estat ella’ (Pedrolo 1974, 16). The last partner in 
crime recruited by Ernest is Pere, whose impoverished situation is described as ‘[u] na situació 
econòmica que vorejava la misèria’ (Pedrolo 1974, 17), but yet again we learn that this stems from 
a very negatively portrayed sick mother figure: ‘circumstàncies familiars que el lligaven a una mare 
vídua, malalta i despòtica’ (ibid). As expected, Pedrolo’s plot will see Ernest, the main character of 
the novel, thrown in the middle of a scheme prepared by the banker’s wife, a trap he will be unable 
to avoid due to the inescapable sexual attraction she exerts on him. 
Sexual tension between male and female characters becomes a common triggering factor of critical 
situations in Pedrolian crime fiction, to the extent that it sometimes underpins the structure of entire 
plots, as in Joc brut. If the failure of the social system for a certain sector of Catalan society was 
Colmeiro’s justification for most of the crimes committed in these works (Colmeiro 1989, 65), it 
needs to be noted that lust – or the desire to posses the female other – tends to be behind many of 
the criminal actions perpetrated by male actors. In most cases these supposed acts of rebellion 
against a corrupt social system are triggered by the sexual tensions outlined above, and the prize of 
escalation in social status is that of possessing a female figure. Thus, while an intention to challenge 
the status quo still exists in the actions of characters such as Xavier, it unfortunately goes hand in 
hand with the perpetuation of the notion that a patriarchal hierarchy – allowing men to possess 
women – can be achieved through the promise of wealth. A post-colonial reading of this obsession 
with the female other can be made by drawing parallelisms between the dynamics between 
male/female and settler/native. The obsession with possession is reflected in the interactions of 
male characters towards female counterparts in several instances, and it is perhaps best exemplified 
in Xavier’s fixation with owning Juna in Joc brut. From the very moment they exchange looks in 
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the bus they both take to work – ‘Devia quedar-me embadalit, però ella no em va somriure fins al 
moment que l’autobús arribava’ (Pedrolo 1965, 4) – a power struggle begins between them, and 
possessing Juna soon becomes Xavier’s only obsession: 
This process is visible in that exchange of looks between native and settler that structures 
their psychic relation in the paranoid fantasy of boundless possession and its familiar 
language of reversal: ‘when their glances meet he [the settler] ascertains bitterly, always on 
the defensive, “They want to take our place.” It is true for there is no native who does not 
dream at least once a day of setting himself up in the settler’s place.’ It is always in relation 
to the place of the Other that colonial desire is articulated: that is, in part, the ‘fantasmatic 
space of possession’ that no one subject can singly occupy which permits the dream of the 
inversion of roles. (Fanon xxviii) 
  
Juna’s defensive attitude does not work with Xavier, who is fully determined to set up a date with 
her; his attitude towards the then stranger he meets on the bus is nothing short of harassment – ‘Sé 
que m'estic fent desagradable, però no puc... Escolti, no tinc el costum d'abordar les noies pel carrer, 
d'imposar-me…’ (Pedrolo 1965, 5). It is precisely the beauty of Juna’s femme fatale-type character 
that makes it possible for her to exert such control on the male character. In fact, even if the whole 
plot revolves around Juna’s scheme, Pedrolo’s only aim in the novel is to portray her as an over-
sexualised character. As many of the covers of this novel through the years do – famously featuring 
Juna’s long white legs as she sits on a bed – the novel is only interested in objectifying Juna’s body; 
her thoughts, dreams or motives are never examined in depth. As Tom Reichart and Charlene 
Melcher note regarding the noir film blockbuster Basic Instinct (1997): 
The camera and the audience, would examine her slowly from spikey stiletto to coiffed 
hairdo, concentrating in particular on the long, elegant leg thrust resolutely forward from the 
fold of her too tight skirt. When the camera, and the hero’s eyes, finally rested on her face – 
dramatically concealed behind a swooping curl cascading over one eye – the audience knew 
exactly who she was. (287) 
 
 This cinematic objectification of the character played by Sharon Stone finds a textual counterpart 
in the first pages of Pedrolo’s Joc brut, which provide a very detailed description of Juna’s 
voluptuous body: 
Mai no havia vist unes cames tan meravelloses. Ni uns genolls tan bonics. 
Després, quan va aixecar-se, vaig comprovar que no m’havia equivocat. Duia una faldilla 
curta, més aviat cenyida, i el cos era digne de les extremitats que mostrava tan generosament. 
El ventre era llis, d’adolescent, i això posava més en relleu les anques arrodonides que, 
després de perllongar unes cuixes que s’endevinaven llargues i nervioses, morien en una 
cintura breu. Més amunt, les sines inflaven la brusa blanca que contrastava amb el seu rostre 
bru, il·luminat per uns ulls immensos i maliciosos. (Pedrolo 1965, 4) 
 
 
 
 139 
 
The instant objectification of Juna by Xavier means that their relationship is marked by the 
hierarchy between owner/possession, settler/colonised. As it evolves, a link between sexuality and 
violence soon arises in their interactions. There is a moment in the novel in which she reveals the 
macabre plan to Xavier – consisting of him murdering Juna’s uncle to obtain his inheritance – and 
she is confronted with Xavier’s obvious reservations. When she responds to his reaction by 
threatening to leave him and disappear from his life, Xavier immediately reacts by slapping her in 
the face:  
No vaig contestar. Almenys no pas amb paraules. Però un segon desprès reposava 
estenellada sobre el llit, les mans premudes contra la galta vermella que devia haver quedat 
dibuixada amb els meus cinc dits, les mitges caigudes per terra. (Pedrolo 1965, 44) 
 
It is very significant how in his passage, Xavier’s agency as a perpetrator of violence against a 
woman seems to be slightly alienated from the narration, as agency is in fact on ‘els meus cinc dits’, 
his identity reduced to his fingers, the action of hitting being removed from the text as well. 
Furthermore, and as if to diminish the importance of the aggression, violence turns into passion in a 
matter of seconds, as ‘[n]aturalment, uns segons després érem l’un en braços de l’altre tendres i 
apassionats, cremant com una bardissa seca, llavi contra llavi’ (Pedrolo 1985, 44). The use of the 
word ‘naturalment’ becomes particularly problematic, as it tries to normalise a connection between 
violence and sexual attraction. It needs to be noted that this naturalisation is a common trait of the 
genre itself – both in the Iberian context and beyond – as Shelley Godsland has analysed in detail in 
her book Killing Carmens: Women’s Crime Fiction from Spain. In the process of analysing how 
twentieth century female crime fiction writers from the Peninsula challenge the traditional 
depictions of women in the genre, Godland notes how these depictions tend to present victims as 
female and perpetrators as male. Drawing on Linda Barnes’ theory of the ‘disposable female 
syndrome’ and Kathleen Gregory Klein’s belief that, in crime fiction, the victim is – despite 
biology– always female, Godsland compares this female victimisation to heterosexual pornography, 
and concludes that ‘woman’s status as victim in some male crime fiction, then, is possibly an 
expression of a wish for control of the feminine, as is heterosexual pornography, which is of itself a 
violence visited on the female body’ (2007, 88-89). 
This wish for control of the feminine finds its maximum expression as the plot in Joc brut sees Juna 
eventually leave Xavier and disappear without a word. Xavier’s obsession for Juna – which 
originates precisely from a desire to possess her – becomes unbearable to him when he realises she 
is with another man. Such failure overpowers him to such an extent that it seems to affect his ability 
to feel any sexual desire for any other woman: 
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ell coneixia una xicota sempre disposada a fer un favor, i que no cobrava car, afegí. Podia 
acompanyar-me a la casa, si volia... Potser vaig fer mal fet, perquè estava molt baix de 
moral, però vaig declinar l’oferiment. Per estrany que fos, de dona continuava només 
volent-ne una: la Juna. (Pedrolo 1965, 81-82) 
 
This episode described by the author happens as Xavier desperately looks for Juna. His fixation 
with her is such, that he is unable to fully understand it (‘per estrany que fos’); while becoming 
sexually disempowered, his only chance to possess Juna will be resorting to violence, as not even 
when he finally finds her is he able to have sexual intercourse with her: 
Aleshores es va treure la bata, però la roba interior ja la hi vaig treure jo, amb una 
esgarrapada. 
Mai no havia vist res de tan bell. Però ara era una bellesa muda, enemiga, quelcom que calia 
destruir si no volia tornar a ser danyat, si no volia que, un dia o altre, algú tornés a prendre 
mal... Quan va veure el ganivet que em centellejava a la mà, els ulls se li esbatanaren i la 
boca udolà: 
—Noooo!... 
No va tenir temps de fugir, però. Vaig obrir-li la galta dreta, de dalt a baix. (Pedrolo 1965, 
102) 
 
This ritual of ‘marking’ a woman as property performed by Xavier responds not only to his inability 
to possess her, but also to a desire to attack her beauty, so no other men can appreciate it. This is an 
exact replica of a ritual that appears in the earlier work Es vessa una sang fàcil, performed in this 
case by the hyper-masculine figure of Nero, who disfigures his ex-girlfriend and presumably 
murders her lover after seeing them flirting: 
[A] ell, al Lluís, no sé que li devia passar, perquè de cop va desaparèixer. Un dia o altre el 
deuran trobar, penso. […] Però ella… […] Una noia tan bonica com havia estat! […] Per la 
cara, no dic, perquè aleshores ja estava desfigurada). Li va fer aquells dos talls… (Pedrolo 
1954, 56) 
 
It is in this same novel where we observe the most extreme expression of the connection between 
violence and sexuality in Pedrolo’s crime fiction. A nameless woman who is identified as a possible 
partner in crime of Joan – the traitor in the novel – is interrogated and brutally tortured by one of 
the members of Nero’s gang. Most disturbing is the way in which violence is exerted; the graphic 
description of the girl’s naked body being punched and kicked includes Blasi pinching her nipples 
and thighs almost playfully, providing this scene with an unnecessary excess of perversity.80 The 
 
80 Symptomatic of this perversity is the fact that the 1986 edition of Es vessa una sang fàcil, included in the collection 
‘La negra’ by Edicions la Magrana, includes as the back cover text a fragment of this brutal aggression instead of a 
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aggression only stops at a point when Nero realises Blasi’s intention to continue further: ‘–No està 
malament, eh? Ni a pesar dels cops… –i, de sobte, en el seu esguard hi havia quelcom que no 
agradà al Nero’ (Pedrolo 1954, 33). If we analyse the reasons behind this vicious attack, they are no 
more than a desire to hurt Joan, the traitor, by hurting or damaging his girlfriend/possession, as a 
retaliation for running away with the robbery money. The constant depiction of aggression against 
female characters in Manuel de Pedrolo’s crime fiction legitimises violence against women, as the 
attacks become analogous to a highlighting of the treacherous nature of these female figures. In 
other words, when women become recipients of male aggression in these works, there is an attempt 
by the author to justify these attacks by reminding the reader of the previous acts committed by 
these women: Juna in Joc brut repeatedly lies to Xavier and pushes him to commit murder; Joan’s 
partner in Es vessa una sang fàcil reportedly hides his whereabouts from the gang; Nero’s ex-
partner is unfaithful to him. 
As far as these narrations are concerned, criminal acts committed by woman become graver because 
they acquire an immoral dimension. As John G. Cawelti affirms when talking about the American 
1947 hardboiled novel I, the Jury, by Mickey Spillane, in which the male private investigator Mike 
Hammer murders a female character after she betrays him: 
The killing is given further moral overtones as an appropriate response to an immoral use of 
feminine sexuality for the purpose of betrayal. It becomes a purification of the obscene as 
well as the destruction of a killer. (Cawelti 2004, 159) 
 
Even if Xavier does not have the time to murder Juna, as he would have surely done if not stopped 
by the policemen hiding in her apartment, he somehow felt entitled to do so; Juna’s femme fatale 
scheme in Joc brut is seen as one of the worse instances of crime in Pedrolo’s crime fiction 
repertoire, and is even classified as such by Colmeiro: 
[T]he industrial tycoon in Mossegar-se la cua who is capable of destroying people’s lives in 
the pursuit of his ambitions of power; the gang of professional criminals in L'inspector fa 
tard that persecute and finally kill the poor clerk-turned thief that had corner [sic] up on 
them in the robbery of the factory; or the evasive femme fatale in Joc brut who deceitfully 
uses the naive protagonist to murder her husband with the promise of a later marriage, but 
runs away with her lover after receiving her inheritance. (Colmeiro 1989, 68-69) 
 
This overemphasis on female-driven crimes feeds on the assumption that women should be treated 
as sexual objects and/or possessions of the male characters in these novels, further legitimising the 
                                                                                                                                                            
synopsis. Even more problematic is the fact that, in order to publisise the 2018 reedition of this novel, Pagès editors 
uses the exact same blurb in its online website: https://www.pageseditors.cat/ca/es-vessa-una-sang-facil.html 
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idea of the male figure being entitled to possess females. In fact, Catalan crime fiction has taken a 
very long time to use the social denunciation apparatus that generally characterises the genre to 
tackle this matter, recognising this violence against woman as a social plague. With few exceptions 
such as Majorcan writer Maria-Antonia Oliver – who ‘did not merely accept and mimic the hard-
boiled genre but injected strong social commentary, particularly about the violence done to women’ 
(Madison Davis, 12) in her Estudi en lila (1985) and Antípodes (1988) – one has to go to very 
recent works such as Teresa Solana’s short story ‘Feina feta no fa destorb’ (2010) to find, in 
Godsland’s words ‘one of the first crime fictions for an adult readership written in Catalan to take 
as its central theme heterosexual battery’ (2013, 613). Paradoxically enough, the 1991 edition of Es 
vessa una sang fàcil includes the above-mentioned aggression as the back page text to advertise the 
novel, strongy suggesting that such display of sexual violence against women would function as an 
appealing draw for an audience of male readers. 
Through all the novels explored in this chapter we can observe how the different spaces – 
particularly the public ones – are navigated comfortably by male characters, regardless of the social 
strata they belong to or even their condition of criminal/perpetrator/detective/victim. Female 
characters, however, are confined to domestic spaces where they normally perform duties 
conforming to the patriarchal norm. Even in the case of the femme fatale figure of Juna, who at a 
point in Joc brut seems to have a taste of freedom after fleeing Xavier’s obsessive control, her 
independence is only a mirage, as she is again trapped in the ‘protective’ hands of another man, a 
new lover who works as a lawyer. There are very few cases in which women are featured in the 
workplace, and when that is the case, it is often at the expense of being criticised by male 
colleagues, as is the case of the mecanògrafa in L’inspector arriba tard. 
 
Conclusion 
This chapter has offered an overview of Pedrolo’s contribution to the Catalan noir, analysing the 
evolution of his style and his approach to the conventions of the genre, together with a reflection on 
the struggles that this genre endured in the twentieth-century Catalan context. By looking into the 
different spaces Pedrolo depicts in his noir corpus, both through the visual aid of Kepler’s digital 
visualisations and a traditional approach involving socio-cultural contextualisation studies, this 
chapter has explored how Pedrolo maps twentieth-century Catalan landscapes through his narratives, 
whilst he blurs the line between central and peripheral spaces. By reading Barcelona in Pedrolo’s 
first and last noir novels as two layers of the same urban palimpsest, this chapter has noted the 
societal changes, migration and urban transformations chronicled by these two texts, set twenty 
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years apart. In addition, both memory and trauma have been traced in the spaces depicted in the 
author’s noir corpus, by highlighting locations that awake notions of both Catalan past and 
Pedrolo’s experiences of contemporary Catalonia. Finally, by analysing instances of representation 
of gender violence in Pedrolo’s noir corpus, this chapter continues to question – as is one of this 
thesis’ objectives – the feminist stance traditionally attributed to the writer.    
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Chapter 4. The City as Palimpsest in Manuel de Pedrolo’s Temps obert 
 
Introduction 
In the final chapter of this thesis I will explore the spaces represented in Manuel de Pedrolo’s most 
ambitious novelistic cycle Temps obert (1963-1969) to see what insights these offer into the social, 
political and historical changes undergone by Catalonia during the three decades following the 
Spanish Civil War. I argue that the notion of urban palimpsest as developed by Andreas Huyssen in 
his 2003 study Present Pasts: Urban Palimpsests and the Politics of Memory, can be used to reflect 
on the way Pedrolo superimposes layers of meaning upon Catalan landscapes through each one of 
the eleven novels in this cycle. As in previous chapters, the analysis will begin by pinpointing 
locations in the novels, paying particular attention to the spaces that most indicate complexity of the 
period, the different social and ideological strata involved in shaping and negotiating these spaces 
and the fast transformations shown in the period. The palimpsestic nature of Temps obert 
encompasses a wide range of experiences unveiling issues such as intergenerational transmission of 
trauma, the disillusion of the losing side, the perception of immigration arriving from other areas in 
the peninsula and the role of the Catalan diaspora in the post-war resistance movements. A final 
section will consider the problematics of gender representation in the cycle, in order to address the 
different ways in which men and women are placed in relation to space, and to provide a reading (as 
in previous chapters) of the particular prevalence of gender violence in these works.  
 
Pedrolo’s Novelistic Cycle: A Palimpsestic Kaleidoscope 
The kaleidoscopic81 nature of the ambitious project Temps obert allows Pedrolo to represent 
Catalan life from 1938 to the late 1960s through a novelistic cycle that – if put in context with the 
overarching lifelong project of Pedrolo – took on the utopian task of reaching narrative totality. As 
the writer confessed to a young Jordi Coca in one of their conversations transcribed in Pedrolo 
Perillós? Converses amb Manuel de Pedrolo, ‘aquesta obra, per llarga que fos, havia de quedar 
forçosament inacabada. Potser és una de les condicions de la seva existència’ (1973, 120). In the 
relatively short period of six years (from 1963 to 1969)82 and while writing another six unrelated 
 
81  As it will be explained in detail in the following pages, the eleven novels of the cycle narrate a similar story 
sharing similar characters but looked at from a different point of view in each volume. 
82 As is often the case in Pedrolo, the Temps obert cycle was affected by censorship. Un camí amb l’Eva, for instance, 
had to wait five years until its publication in 1968; so did Se’n va un estrany and Falgueres informa. Other novels in 
the cycle that faced delays in publication due to negative censorship reports include: Des d’uns ulls de dona 
(1965/1972), Unes mans plenes de sol (1966/1972), L’ordenació dels maons (1966/1974), Cartes a Jones street 
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novels, a poetry collection and a play, Pedrolo produces a total of eleven novels as part of this cycle. 
Nine of them constitute what he calls Llibre primer, the last two stemming from Temps obert 1, and 
beginning what would have been Llibre segon. Pedrolo’s concept entailed writing a first novel – Un 
camí amb l’Eva (1963) – and using the same initial circumstances and main characters of this first 
work to produce a series of parallel texts. These new versions of Temps obert 1 include major 
changes in the plot that are triggered, in all nine novels in Llibre primer, by the different outcomes 
of a critical moment in the plot that is common to all nine works: the aerial bombardments affecting 
the main character’s house in Barcelona. Daniel Bastida becomes the pivotal character around 
whom the different narratives in this cycle are built, and is represented in relation to the changing 
characters and circumstances of his family, friends and acquaintances. 
Each novel in the cycle takes as a starting point the above-mentioned Barcelona bombings, the same 
1938 bombings affecting different areas in Catalonia that were mentioned in chapter 3. Depending 
on plot, the end date of the narratives varies between 1958 and 1968,83 and each plot is built from a 
range of different perspectives and points of view. If we add the fact that each of the characters in 
the cycle also lives different parallel lives in each novel, the range of narrative possibilities becomes 
even wider. The result is that Temps obert becomes a detailed map of life in post-war Catalonia:  
El to d’humanitat i de crònica d’un temps i d’un país que Pedrolo acomboia amb la seva 
estructura dins de Temps obert, una imprescindible obra testimonial de la Barcelona i la 
Catalunya dels anys quaranta i cinquanta. (Munné-Jordà 1995, 175) 
 
In strictly geographical terms, if we visualise the data generated by the text mining exercise done on 
the almost three thousand pages that configure this cycle, the result predominantly corresponds to 
the urban map of Barcelona, with most locations being in the city centre. Figure 17, which frames 
Catalonia, shows the density of locations accumulated in the metropolitan area of Barcelona. 
 
 
 
 
 
                                                                                                                                                            
(1967/1978) and ‘Conjectures’, de Daniel Bastida (1969/1980). In fact, the delay in publication of the different 
volumes of Temps obert ranges from five to ten years, meaning that reception if his work also experienced a 
significant time-lag.  
83 The chronology encompassed by the fictional events narrated in each of the volumes in Temps obert is as follows: 
TO1, 1938-1960; TO2, 1938-1958; TO3, 1938-1963; TO4, 1938-1960; TO5, 1938-1964; TO6, 1938-1963; TO7, 
1938-1965; TO8,1939-1967; TO9, 1939-1965; T1O, 1967-1968; TO11, 1958-1968.  
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Figure 17. Kepler visualisation of the Catalonia in Temps obert.  
 
When we zoom into Barcelona, it becomes visible that the old quarters of the city – limited by the 
Eixample to the North, the Ciutadella to the East, the Sant Antoni area to the West, and the 
Mediterranean Sea to the South – appear most in the cycle.  
 
Figure 18. Kepler visualisation of Barcelona in Temps obert. 
 
Extant criticism has tended to focus on Pedrolo’s aspiration towards narrative totality in Temps 
obert, recognising the uniqueness of such a project in the Catalan context and its high level of 
experimentation. The first critic to mention the cycle was Jordi Coca (1973); he dedicates an entire 
chapter to exploring the structure of the cycle, through a combination of questions addressed to 
Pedrolo alongside his own schematic approach to the cycle, which includes the first visual graphs of 
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the cycle’s structure. Although considered Pedrolo’s most experimental work, Temps obert’s core 
idea of multiple possible narratives first appears in his short story ‘El millor novel·lista del món’ 
(1953). There Pedrolo narrates the story of a writer who aims at writing the ultimate novel, a work 
that will encompass all possible events and realities around him:  
Ja us he dit que aquest home era el millor novel·lista del món. Amb la ploma a la mà, pot fer 
el que vulgui. I el que fa és això: escriure la novel·la total. […] que abraça tota l’experiència 
de la humanitat. Hi son descrits tots els tipus humans, tots els problemes, totes les 
situacions... Tot, absolutament tot. (Contes i Narracions 41) 
 
There is little doubt that the novelist in the short story is the alter-ego of Pedrolo, the author who 
never stops writing and who ‘rarament esborra res. I no cal dir que, després, mai no fa correccions 
de cap mena’ (39). The cycle format of his 1960s’ novel·la total allows him to experiment – as he is 
accustomed to throughout his corpus – with several different narrative techniques. In Un camí amb 
Eva (TO1) he produces a love story narrated by a third person omniscient narrator; Se’n va un 
estrany (TO2) is an incursion into the subterranean world of the illegal post-war black market 
estraperlo84; in Falgueres informa (TO3) we are presented with a detailed report of Daniel 
Bastida’s life written by a private detective; Situació analítica (TO4) is presented in the form of 
different therapeutic sessions between Bastida and his mentor in a psychology school; Des d’uns 
ulls de dona (TO5) attempts to present the life of Daniel Bastida’s wife from her own perspective; 
in Unes mans plenes de sol (TO6) Pedrolo explores Catalan rural life from the point of view of 
Daniel Bastida’s life as a pagès; L’ordenació dels maons (TO7) owes its title to the different 
testimonies of each brick (character) in the wall of the novel’s world, offering a kaleidoscopic 
vision of the same events from the point of view of different characters; S’alcen veus del soterrani 
(TO8) provides an account of the social turmoil in 1960s’ Barcelona, including the workers 
demonstrations and the clandestine emergence of trade unions; and Pols nova de runes velles (TO9) 
describes the struggles of Catalan exile through one possible version of the Bastida. 
But the aspect in this cycle’s approach that is most significant for my thesis is its representation of 
different parallel realities around its main characters. The cycle focuses on the lives of the Bastida 
family, particularly on the middle child and main character Daniel, as he is only a child at the time 
of the 1938 Barcelona bombings and his future depends on the different outcomes of that tragic 
event. Thus, a different version of Daniel is forged depending on how the bombings affect his 
 
84 The word estraperlo stands for the alternative black market arising as a form of protest against the official food and 
basic product prices established by Franco’s Regime. See Gómez Oliver (2005) for an approximation to the 
phenomenon and its role in both resistance and repression in post-war years. 
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family structure,85 and how they subsequently cope with post-war living conditions. The different 
personalities of Daniel Bastida in the Llibre primer (comprising novels 1 to 9) reflect the ways in 
which a wide sector of Catalan society experience and reflect the dramatic transformations in the 
socio-cultural space following the Spanish Civil War.  
In Un camí amb l’Eva (TO1), Daniel is an aspiring writer immersed in the literary resistance 
movement of post-war Barcelona. This Daniel not only inhabits the literary circles of the time but 
also interacts with the cinema scene, through his acquaintance with cinema director Santana – 
falling in love with the promising Catalan actress Eva Roland. In Se’n va un estrany (Temps obert 2) 
Daniel’s background is completely different, as he is brought up by a mother who struggles to make 
a living through estraperlo. The Daniel we see here begins his criminal activities from an early age 
and soon progresses to blackmail and robberies; he could easily be one of the characters in 
Pedrolo’s first crime novel discussed in the previous chapter, Es vessa una sang fàcil. In Falgueres 
informa (Temps obert 3) Daniel, far from being a lowlife criminal, becomes a successful self-made 
man who represents companies and runs his own office and employs a secretary. In Situació 
analítica (Temps obert 4) Daniel has been able to study psychology and is depicted as an up-and-
coming psychotherapist going through his final exam. In Des d’uns ulls de dona (Temps obert 5) 
Daniel is a ruthless real state businessman through whom Pedrolo is able to depict the property 
speculation of the 1960s.86 In Unes mans plenes de sol (Temps obert 6) Pedrolo moves from urban 
property speculation to the ‘old’ ways of rural life, as Daniel is a pagès without land working in a 
sector and, indeed, a world that was slowly disappearing from the Catalan landscape. In 
L’ordenació dels maons (Temps obert 7) Daniel is brought up by a very conservative adoptive 
mother and becomes conservative himself, adhering to the regime and becoming a conformist, 
living in a small town. A directly opposite persona features in S’alcen veus del soterrani (Temps 
obert 8); here Daniel’s involvement in the fight for workers’ rights and participation in 
demonstrations ends up with him detained by the regime police in the very last pages. Pols nova de 
 
85 In Un camí amb l’Eva (TO1), Daniel’s father is imprisoned and dies when he is fifteen years old; in Se’n va un 
estrany (TO2), the father is again imprisioned for five years and dies before leaving prison, while the mother dies as 
well before Daniel turns fifteen; in Falgueres informa (TO3), both the father and the older brother die in the 
bombing, while the mother is severely injured; in Situació analítica (TO4), both the mother and the big brother die, 
and Daniel is injured and brought to an orphanage; in Des d’uns ulls de dona (TO5), the bombings do not affect the 
family and the father is not persecuted by the regime; in Unes mans plenes de sol (TO6), Daniel’s entire family dies 
in the bombings and he is raised by his father’s cousin in the countryside; in L’ordenació dels maons (TO7), both 
parents and his sister die, and it is the neighbours who raise Daniel; in S’alcen veus del soterrani (TO8), Daniel’s 
father has to leave the country and is left for dead in exile; whereas in Pols nova de runes velles (TO9), the whole 
family goes into exile, losing the sister and Gabriela in a traffic accident on the French border. After spending some 
time in France, the family starts to disintegrate and eventually the mother commits suicide and Daniel moves to the 
US, where he leads a near to criminal lifestyle. 
86 As discussed in Calavita and Ferrer (2000) ‘The Barcelona of those years has been dubbed Barcelona Grisa, “gray 
Barcelona” and porciolismo, the abandonment of the city on the part of administrators in the hands of speculators’ 
(799). Thus, Daniel Bastida is depicted as one of the many speculators favoured by the 15-year mandate of corrupt 
Barcelona mayor Josep Maria de Porcioles. 
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runes velles (Temps obert 9) narrates the life of the Bastida family in exile – firstly in France and 
then in the US – where we see how Daniel’s life is again associated with crime and the eternal 
frustration of not being able to escape exile. Parallelisms between the testimonies of exile in these 
works and Pedrolo’s relationship with exiled writers such as Jordi Arbonès can be drawn, 
particularly if we consider the structure of Cartes a Jones Street (Temps obert 10) consisting of the 
letters between Daniel and his novelist friend Peralta who lived in New York. Both this novel and 
Conjectures de Daniel Bastida (Temps obert 11) are variations on the point of view from which the 
reality created in Un camí amb l’Eva is seen, the latter being the actual novel that Daniel Bastida 
the writer creates in the very first volume of the cycle. 
These different personas derived from the character of Daniel Bastida are only one example of how 
Pedrolo uses a wide range of characters to depict the different ways in which individual members of 
the post-war Catalan population perceived, acted upon and shaped the spaces they occupied, thus 
contributing – in equally diverse ways – to the overall transformation of the Catalan sociocultural 
landscape at a crucial point in its history. The layering of experiences in the same space indicates 
how the interrelations between spaces and experiences and their mediation end up shaping actual 
space; as Lefebvre claims, a city is ‘a space which is fashioned, shaped and invested by social 
activities during a finite historical period’ (1991, 73). Pedrolo leaves us different testimonies of the 
period between 1938 and 1968, the actual date in which he completes the cycle. Even though  most 
of the narration spends more time on the experiences of an older Daniel in the 1950s and 1960s, 
there is always a return to the past through reference to the 1938 bombings. If in chapter 3 we 
looked at how Pedrolo projected future representations of Catalan landscapes making use of 
Bakhtin’s historical inversion as a means to reinforce particular memories, in the cycle Temps obert 
Pedrolo’s depictions of Catalan landscapes carry the traumatic after-effects of war and the 
repression of the first years of dictatorship: 
What memory can do is communicate the importance of the past in the present – that is, 
reestablish the affiliative link with the past that capitalist modernization set out to break. 
Memory does so by representing not the past directly, as realist narrative promises to do, but 
the effects of the past on the present – its unfinished business. (Labanyi 2007, 113) 
 
Such affiliative links can be found throughout the novels, for instance in Un camí amb l’Eva we 
encounter both Daniel Bastida’s memories and the version that has been transmitted to him by his 
father:  
i ara potser l’únic que faig es transcriure un sentiment que era més seu que meu, i que jo no 
entenia del tot, naturalment, però que m’he apropiat, com dec haver-me apropiat de tantes i 
tantes coses, expressions, remembrances, apreciacions de fets i de conductes, perquè si ho 
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mirem bé és impossible que ho recordi tot i que tingui una impressió relativament tan clara 
d’episodis que van succeir quan era un infant de set o vuit anys; devia retenir les paraules 
amb què més endavant, abans de morir tots dos, hom evocava un passat que també em 
pertanyia, però en el qual tan poc participava. (Pedrolo 1973, 28) 
 
There is an aspect of this process of intergenerational transmission of trauma that is key to the 
understanding of Pedrolo’s narrative in relation to the Catalan landscape, encompassing not only 
the traumatic experience itself that the process as such entails, but also the trauma carried forward 
in this transmission. A fragment that illustrates this difficult intergenerational negotiation of past 
and present can be found in the first novel in the cycle, Un camí amb l’Eva, in which the father in 
the family discusses language and ideology with the eldest of Bastida’s sons, Francesc.87 The latter 
refuses to speak Catalan and uses Castilian instead, influenced by his time in the war, as according 
to him ‘[a]l front ens diuen que ho hem de fer. [referring to speaking Spanish] El català no l’entén 
ningú’ (Pedrolo 1973, 16). Even though Daniel’s brother Francesc is fighting for the Republican 
side at the time, the anti-Catalanist atmosphere is clear. 
Daniel’s father uses references to his own readings of Catalan literature to reply to Francesc’s 
comment – ‘llegia un fragment de Verdaguer, de Maragall, o de Salvat-Papasseit, poeta al qual era 
molt aficionat. I això, preguntava, hauria estat escrit si no ho hagués entès ningú?’ (Pedrolo 1973, 
17). However, Francesc justifies his stance by arguing that they now live in a new time after the war 
‘[p]erò era abans, replicava en Francesc, ara és diferent’ (ibid). Through Daniel’s perception of the 
tired, almost resigned final reaction of his father, who ‘nascut a Barcelona el 1902 […] de més jove 
s’havia interessat molt per a història […] professa un socialisme molt assenyat i un catalanisme 
profund’ (Munné-Jordà 1995, 200), we perceive the loss of hope of the vençuts in the first years of 
occupation: ‘El pare es passava els dits pels ulls, com de costum, i després d’un silenci assentia: sí, 
és diferent, i ho serà encara més si vosaltres voleu’ (Pedrolo 1973, 17). 
Daniel’s father’s frustration can be related to Michael Richard’s distinction between cultural and 
personal trauma as set out in his book After the Civil War: Making Memory and Re-making Spain 
since 1936 (2013). He has to deal with his very personal traumatic experience of coping with the 
brutal ideological changes brought by the war, whilst he perceives in his own son to have completey 
assimilated the ideology of the victors:      
The concept of cultural trauma will be understood here as a tapestry of historical constructs 
depicting specific painful events which is shaped by the post facto interplay of political 
power, social relationships and agency, and shared structures of meaning. Whilst related 
materially and metaphorically to personal trauma (persistent damage caused to individuals 
 
87  A section dedicated to linguistic issues in Temps obert is found later in this chapter. 
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who have lived through violent experiences which cannot be forgotten), cultural trauma is 
viewed here as something distinct. This remains the case even though it is essential to 
recount many individually traumatic experiences in order to make sense of and evaluate 
claims of collective trauma. (2013, 1-2) 
  
The differential effects of the interplay mentioned by Richards is displayed throughout Temps obert 
through the palimpsestic narratives in which characters with shared and opposed ideologies interact. 
It is by mapping how this trauma is embodied by the many experiences of a multiplicity of 
characters in this cycle, that the work can be observed as an urban palimpsest, hosting the many 
different voices that have imprinted their memories onto the spaces they occupy. 
From Narrative Totality to Spatial Totality 
The first volume of Temps obert, Un camí amb l’Eva, opens with a metatextual sentence – ‘La 
història mai no es repeteix, però hom diria que tot sovint es complau a jugar amb els mateixos 
elements’ (Pedrolo 1973 5) – that does not fully prepare us for the complexity of the universe 
created by the unprecedented structure of this cycle: eleven novels stemming from an original base 
novel – as Antoni Munné-Jordà calls it in his chapter ‘La novel·la zero de Temps obert’ (1995 199) 
– with a set of defining details mentioned before in this chapter. A starting location, ‘carrer de 
Banyoles’ in Barcelona, and a key date,88 February the 22nd, 1938, the date on which Pedrolo 
situates the fascist forces’ aerial bombings of the Bastida’s neighbourhood. 
The ultimate objective of this multiplicity of realities is implied by yet another metatextual 
reference that can also be found in the first novel of the cycle. In a fragment located later in the 
narration, Daniel Bastida is talking to eponympus character, actress Eva Roland, about the structure 
of a biography about her he is about to start writing: ‘un llibre on contaria tot de coses teves, la teva 
vida... Com una mena d’entrevista molt llarga en la qual l'interrogador parlaria també d’ell per 
ajudar a crear un ambient, a reflectir una societat, una manera de viure…’ (Pedrolo 1973, 71). This 
same aim of reflecting the atmosphere, society and ways of living through the writing of Eva’s 
biography by Daniel Bastida is behind the whole Temps obert cycle concept: offering a detailed 
picture of post-war Catalonia until the mid/late 1960s, through as many angles as possible. The 
cycle itself is often considered the flagship work of his entire oeuvre, as he repeatedly explained 
during his literary career:  
 
88 I use key date rather than starting date as the actions narrated in many of the Temps obert volumes hark back to an 
earlier time than February 1938, to mention events such as the birth of Daniel or other historical events prior to the 
bombings. The night of the bombings, however, becomes the triggering point from which the different strands of 
the action develop. 
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un projecte, exposat per ell repetidament, d’abraçar tot de continguts de realitat que, afegits 
els uns als altres i, sobretot, situats, vagin constituint una imatge, com més completa millor, 
d’un món en el qual el fet d’escriure s’insereis [sic] com una realització que, d’una banda, 
en dóna testimoni i, de l’altra, s’estableix com a finalitat d’ella mateixa tot i que pugui 
incidir en unes circumstàncies socials que ja no són literatura. (Pedrolo Algú 1974, 7)89 
 
Such a multilayered depiction of a period in Catalan history that was mainly characterised by 
constant turmoil and struggle for social and political hegemony and contestation of spaces by the 
different agents involved in the political, cultural and class struggle will inevitably invoke notions 
of memory. It is my belief that, in the same way that Huyssen argues that we live ‘at a time when 
the threat of socially produced amnesia is just too great to ignore’ (2003, 6), the layers of meaning 
inserted within the Catalan landscapes represented by Pedrolo in this cycle help us to understand 
present-day Catalonia as they deal with notions of trauma and memory irremediably attached to 
Barcelona’s urban landscapes. If it is true, as Huyssen argues, that ‘our contemporary obsessions 
with memory in the present may well be an indication that our ways of thinking and living 
temporality itself are undergoing a significant shift’ (2003, 4), then an analysis of how space relates 
to memory applied to one of the most prolific and politically committed authors in Catalonia, at a 
time in which – with the tricentenary (1714-2014) still resonating in the Catalan consciousness – the 
Catalan landscape is again re-living trauma through the recent events connected to the 1st October 
2017 disputed independence referendum and the violence exerted by Spanish police. Even if I 
acknowledge the fact that Huyssen’s theories refer to post-1980s’ structures of feeling, I believe 
that Huyssen’s notion of the urban palimpsest, which recognises how ‘strong marks of present 
space merge in the imaginary with traces of the past, erasures, losses, and heterotopias’ (2003, 7) is 
still useful to interpret the variety of spaces plotted in mapping the locations in Pedrolo’s work used 
throughout this thesis. The structure of this eleven-novel cycle, almost unanimously described by 
critics as kaleodoscopic, becomes palimpsestic if analysed in relation to temporality, both in terms 
of the fictional accounts depicted and the time of authorship. The idea of narratives written over 
others with the consequent erasure of each previous narrative is not only appropriate to describe 
how the cycle operates at a textual level – ‘[a]ixí totes nou novel·les del llibre primer, amb la nova 
informació respectiva, destrueixen la que posseíem, i al capdavall s’anul·len totes’ (Munné-Jordà 
1995, 9) – but to see the Catalan landscape as an ever-changing parchment upon which stories are 
repeatedly written, erasing or covering previous ones. Thus, to the idea of narrative totality that 
extant criticism has attributed to the cycle, I would like to add the idea of spatial totality, arguing 
 
89 This text is taken from the opening of 1974 edition of Algú que no hi havia de ser, labelled as Nota preliminar. 
Judging by the style of the writing, it looks as though the text was written by Pedrolo himself, something quite 
common in his career. 
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that Pedrolo’s aim of drawing a map of the twentieth-century Catalonia he experienced, present 
throughout all his narrative, is particularly observable in this kaleidoscopic work. 
Figure 19. Kepler visualisation of Un camí amb l’Eva. 
 
If we take a close look at Un camí amb l’Eva using the Kepler visualisation in Figure 19 above, we 
can see how the locations of the first novel in the cycle are mainly urban, concentrated in 
Barcelona’s city centre. Besides single mentions of Ullà, Pals, Blanes and three mentions of the city 
of Lleida, the rest of the locations are within a twenty-kilometre radius of Barcelona city centre. 
This disposition of places complies with the idea of Daniel Bastida as an urban writer, mingling 
with other literary colleagues in the heart of the city. It is important to note that despite this urban 
predominance, there are very few references in Temps obert to many of the famous cafés or bars 
frequented by the Catalan writers of the time.90 This fact may respond to Pedrolo himself not being 
as social as Bastida or Planells; he rarely attended any literary events, and much preferred receiving 
visits at home or engaging in written correspondence than socialising in public venues. Yet, we find 
an exception to this lack of specific references in the last book of the cycle, ‘Conjectures’ de Daniel 
Bastida (1969),91 which includes several descriptions of a location where the intellectuals of the 
novel gather: 
 
90 A text-mining exercise (an automated text search of a word-list performed on a corpus) has been carried out 
contrasting names of some of the literary cafés in the Barcelona of the 1950s and 1960s found in Restaurants 
literaris de Barcelona, by Andreu Gomila (2015), such as Casa Leopoldo, Mundial, La gota de oro, La punyalada, 
Bauma, L’estudiantil, etc. with no correspondence of these places in Pedrolo’s text. 
91 Temps obert 11 is in fact, a novel within a novel, as it is meant to be the novel written by Daniel Bastida in Un camí 
amb l’Eva (Temps obert 1). 
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[A]quell local ple de grups escampats on vells esquerrans nostàlgics i ineficaços, lliguers de 
cabells blancs sense penediment i catalanistes massa porucs per abandonar el terreny 
cultural discutien nit rera nit, o dues o tres nits cada setmana, allunyats del carrer, dels fets 
palpables que obligaven a replantejar els problemes encara enfocats amb premisses que 
feien olor de molsa. (Pedrolo 1980, 25) 
 
Later in the text, we can see how the cafè itself hosts meetings related to the clandestine Catalan 
literary circles of the time, and a reference to its location on the Passeig de Gràcia, together with the 
sentence ‘una tarda que es bevia un cafè a la barra del Terminus’ (Pedrolo 1980, 242), confirms the 
identity of the literary cafè where writer Ramón Planells socialises with the intellectual community 
of Barcelona: 
[A]quest cafè burgès on de tant en tant es deien coses gruixudes i es parlava de 
conspiracions, de llibres publicats clandestinament amb peu d’impremta de l’estranger, de 
revistes de l’exili que arribaven en comptagotes, de projectes il·lusionats i de vol curt, 
d’altres companys, traïdors o fidels, i de detencions, multes, processos, escorcolls 
domiciliaris... (Pedrolo 1980, 26) 
 
It is precisely in this cafè that, through the voices of Planells and other intellectuals, we find a 
number of references to Catalan landscape. This is where Pedrolo, via Bastida via Balcells, 
discusses space and the nation, always from a very critical perspective, giving us insights into the 
socio-political context of the 1950s and 1960s. Ramon Balcells calls Catalonia ‘el país, ací i terra 
endins’ (Pedrolo 1980, 104) referring not only to Barcelona but also the periphery, and poses 
questions such as ‘[o]n era el país que ells s’imaginaven habitar?’ (Pedrolo 1980, 109) or ‘[q]uè 
havia passat amb el poble?’ (Pedrolo 1980, 111). Catalonia becomes ‘el país imaginari on vivien 
tots’ (Pedrolo 1980, 166) full of ‘barricades simbòliques o físicament palpables, de paper o de 
llambordes, del país desunit com els membres que encara coordinen malament d’una persona 
malalta que ha arribat al llindar de la mort’ (Pedrolo 1980, 166). Again, Pedrolo uses the metaphor 
of the body – a sick body in this case – to talk about the Catalan landscape, and criticises ‘una 
Catalunya que em fa mal de debò, que repudio, i és la Catalunya complaguda en ella mateixa que es 
creu superior a tothom’ (Pedrolo 1980, 167), notwithstanding the fact that he still sees resistance as 
the only way to advance: ‘[v]ivim en un país que passa per unes circumstàncies adverses i ens hem 
de saber adaptar al terreny de lluita que ens possibiliten’ (Pedrolo 1980, 166). 
Going back to the precise geographical locations in the cycle, it is notable that when we add two 
more geographical layers to the map – those corresponding to locations found in Cartes a Jones 
Street (1968) and ‘Conjectures’ de Daniel Bastida (1969), the two works stemming from Temps 
obert 1 – there seems to be an increase in density across Barcelona’s city centre. Even though the 
 
 
 
 155 
three layers share locations in central areas of the city – the area around the Rambles, Sant Antoni 
and El Raval being the most populated with references, followed by the district of Horta, with 
considerably less density – there is the addition of spaces in between those more populated areas as 
the cycle advances, almost as if Pedrolo wanted to draw attention to as much detail about the city as 
possible, introducing areas to the reader not mentioned in Un camí amb l’Eva. 
 
Figure 20. Kepler visualisation of Temps obert 1 and 10. 
 
Figure 21. Kepler visualisation of Temps obert 1, 10 and 11. 
 
The decision to focus in more depth on these three novels is rooted in a recognition of their 
contribution to a sense of Pedrolo’s increasing preoccupation with the place a writer should occupy 
in his literary context. As these three novels depict main characters who are writers and inhabit 
Barcelona’s literary circles, they are a perfect starting point to talk about the way in which the 
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Catalan literary space – and, of course, the centrality of Barcelona within it – is depicted in the 
cycle.  
 
Pedrolo as Writer and Linguistic Issues in Temps obert  
One of the key aspects shared by the eleven novels of Temps obert is their attention to the Catalan 
literary landscape, whether through the characterisation of Daniel Bastida as a writer himself,92 or 
through the lives of other characters who are involved in writing or in the publishing world. In all 
cases, these characters give Pedrolo the chance to offer a detailed depiction of the characteristics of 
the Catalan literary space, understood here as the space of writing in Catalan.93 In a letter written by 
Daniel Bastida to novelist and colleague Peralta – who, in Cartes a Jones Street, lives in New York 
– he addresses the conditions of the Catalan literary system in the twentieth century by describing 
his own status as a writer:  
Se’m coneix, sí, he pogut publicar tres llibres més de poemes, vaig fer-me amb el premi 
Carles Riba, hi ha antologies que es recorden de la meva obra per citar-me entre la 
terregada,94 si bé de vegades em sembla que ho fan una mica per compromís, perquè tots 
som amics, perquè és difícil prescindir d’un xicot que, com jo, s’ha fet veure tant, ha 
pronunciat conferències, ha fet cursets de català, té bona relació amb tots els editors i ha 
treballat una mica per tothom… (Pedrolo 1992, 9) 
 
Even though this description could very well refer to any Catalan writer in the restricted literary 
circles of post-war Catalonia, and there is no explicit reference to any characteristic exclusive to 
Pedrolo, there are parallelisms between Bastida’s experiences as a writer and Pedrolo’s own. The 
most notable of these, perhaps, relates to the character of Gabriela who, despite not being involved 
with literature in a direct way, encourages Daniel to continue writing and to submit his work for 
consideration to literary prizes. We know through Pedrolo’s own words that his wife – who he 
refers to as Pei in some of his acknowledgements – had a major impact on his first attempts as a 
writer; we also know that Pedrolo perceived his own work as disconnected from the type of 
literature that was being written by some of his contemporaries. If we also take into account that 
 
92 I am referring to the cases of in Un camí amb l’Eva (Temps obert 1), Cartes a Jones street (Temps obert 10) and 
«Conjectures», de Daniel Bastida (Temps obert 11), in which Daniel Bastida’s character is that of a writer.   
93 The question of whether a Catalan author writing in Castilian language can be considered a Catalan writer or not 
has been the centre of many debates in which even political figures such as Jordi Pujol or Carod Rovira have been 
involved. A good analysis of this question can be found in Stewart King’s Escribir la catalanidad: lengua e 
identidades culturales en la narrativa contemporánea de Cataluña (2005).  
94  The use of this very pejorative term can be seen as an example of linguistic autoodi as formulated – in the case of 
Catalan – by Rafael Ninyoles i Monllor in his 1969 work Conflicte lingüístic valencià: substitució lingüística i 
ideologies diglòssiques. 
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one of his aims was to foster the introduction of foreign literary models into the Catalan system, this 
reflection by Bastida in Un camí amb l’Eva can be linked to his self-perception as an outsider in the 
Catalan literary space: 
(V)aig enviar l'obra, aleshores ja acabada, a una convocatòria del premi Joanot Martorell. 
No em van donar ni un vot i després, oficiosament, algú m'explicà que jo vivia una mica a la 
lluna i que el meu concepte de novel·la no era compartit per ningú del país. (Pedrolo 1973, 
160) 
 
This is reminiscent of the article by Rafael Tasis discussed in chapter 1 in which he has to defend 
Pedrolo from accusations of an excess of ‘cosmopolitisme’ or ‘desarrelament’ (Tasis 1956, 334) 
observed in his first published works. The same type of discussion can be found in Conjectures de 
Daniel Bastida, when one of Daniel’s fellow writers, Flaquer, is overlooked for a prize due to its 
lack of focus on the Catalan sociocultural context: 
Fou aleshores que va sortir a la llum pública Al capdavall del carreró, el seu segon llibre i la 
seva primera novel·la, puix que el títol anterior era un recull de contes que, ben mirat, va 
passar sense pena ni glòria. Un exercici literari més, potser amb un pèl de cruesa que, tot i 
haver estat retallada per la censura, recordava més els procediments de les darreres 
generacions de narradors nord-americans que el fer discret de la gent de la terra. 
Probablement per això no havia caigut gaire bé entre alguns elements de can Feliu i Sostres. 
(Pedrolo 1980, 46) 
 
The fact that characters in the cycle Temps obert are closely connected to the Catalan literary space 
makes it possible for Pedrolo to explore how these literary circles operate, and most importantly, 
opens a door to criticism and close scrutiny of the anomalies in a literary space that the writer knew 
so well. Another of the issues that provides evidence of the difficult situation of the Catalan cultural 
space during the dictatorship is the absence of a platform – with the exception of Serra d’Or – in 
which to publish regularly in Catalan. As Daniel Bastida tries to convince the actress Eva Roland to 
agree to an interview, they both realise that ‘(n)o hi ha cap revista catalana... És a dir, ara tenim 
Serra d’Or. Però no em sembla l’indret on publicar entrevistes amb starlets’ (Pedrolo 1973, 32). 
The fact that Daniel resorts to writing a novel instead in order to narrate Eva’s life could be 
considered a spur of creativity in a national literature, but it is actually a necessary response to the 
anomalous situation of Catalan culture during the first years of dictatorship.  
Language is a defining factor in this anomalous situation; the obstacles in the way of the production, 
dissemination and publication of Catalan texts in the Catalan language in post-war Catalonia were 
the result of the expressed intention of the regime to prohibit cultural manifestations of any identity 
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other than the one it promoted: namely, a centralist Spanish view in which the Castilian language 
was given priority over Catalan, Basque and Galician. Daniel Bastida’s struggle to build and 
maintain a Catalan identity through literature in a landscape where the Catalan language is seen as a 
threat to the established regime’s desire for the unity of Spain contrasts with examples of writers 
who resort to the official language of the state instead. Within the novel cycle, disapproval is 
expressed for this type of writer, represented by the character of Torrens who ‘[s]’ha passat la vida 
llepant el cul dels rics i dels capellans’ in order to succeed in ‘jocs florals d’aquests més o menys 
bilingües que solen celebrar-se per aquí’ (Pedrolo 1992, 13). It is important to note that during the 
first years of the post-war period, the existing Jocs Florals in Catalan were celebrated outside of 
Spain. In Catalonia they were introduced in 1956 and first celebrated in the Ribera district. In an 
article in La Vanguardia in April 1956, in which the ‘Juegos Florales’ were announced, there is 
noticeable absence of any reference to the language in which the texts should be submitted, and it is 
also important to note that the first prize was given by Narcís Carreras i Guiteras, a collaborator of 
the Francoist Regime.95 Despite the negative reference to the Jocs Florals, Daniel Bastida the writer 
seems to hold this literary contest in high regard elsewhere, as it is continuously mentioned during 
the cycle. In fact, by the beginning of Un camí amb l’Eva, Daniel seems to have already been 
successful in the submission of a work, as ‘era a casa abocat damunt una narració breu que tenia la 
intenció d’enviar als Jocs Florals, en els quals les coses sempre m’havien anat de cara’ (Pedrolo 
1973, 42). Later in the cycle, when he recalls his career as a writer in one of his letters to Peralta, 
there is also a reference to the ‘Jocs’ – ‘i van sortir a relluir aquells jocs florals que ella trobava 
encara tan prestigiosos (i jo també, francament)’ (Pedrolo 1992, 29); and later a particular mention 
of the 1967 ‘Jocs Florals’ at Marseille (Pedrolo 1992, 41). It should be remembered that Pedrolo 
himself submitted works to many literary prices at the time, with some success, and that the Jocs 
Florals de la Llengua Catalana in exile were important contributors to the continuity of Catalan 
literature and culture during the repressive post-war years. As Joan Samsó indicates in his work La 
cultura catalana: entre la clandestinitat i la represa pública, when referring to one of the Catalan 
magazines in exile, Occident, 
L’atenció de la revista Occident pel que passava a l’exili era, per tant, principal. L’obra  que 
s’hi produïa, els llibres que s’hi editaven, els veredictes dels  Jocs Florals, l’activitat dels 
casals catalans o la mort d’exiliats il·lustres, trobaren esment en les pàgines de la revista. 
(1995, 115-116) 
 
We find other places in the cycle referring to Catalan literature in the post-war period such as 
‘Llibreria Catalònia’, which retains its original name in the novel despite being renamed during 
 
95  See his article on La Vanguardia, 1st October 1960, p. 5, in which he celebrates the Dia del Caudillo. 
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Francoism and changed to ‘La casa del libro’ (Pedrolo 1973, 68). Other locations that were key to 
the dissemination of Catalan culture during the dictatorship, such as Fòrum Vergès and 
Franciscàlia (Pedrolo 1980 45)96 are mentioned not only to highlight the role of the Catholic 
Church in the Catalan literary resistance97 but also to recall protest movements around attacks of 
Catalan rights such as the Afer Galinsoga (Pedrolo 1980, 44);98 one of the acquaintances of Ramón 
Balcells – a possible alter-ego of both Pedrolo and Daniel Bastida – is mossèn Jaume, a clergyman 
who is questioned because of his progressive ideas within the church, and who receives threatening 
letters after he publishes a controversial book that ‘contraposava l’Església dels pobres a l’Església 
dels poderosos de la terra’ (Pedrolo 1980, 196). Mossèn Jaume himself notes how ‘[l]a meitat 
d’aquestes comunicacions em recorden els milers de sacerdots assassinats per les ‘hordes marxistes 
i separatists’. No acabarem mai’ (Pedrolo 1980, 196), probably making reference to the history of 
burning of religious buildings in Catalonia in episodes such as the ‘Setmana Tràgica’ (1909). These 
testimonies and the spaces they evoke – described as spaces of literary and cultural resistance – map 
the small but connected Catalan literary world after the war and add another layer to the palimpsest 
Pedrolo constructed. 
Language is rendered in the cycle as a key factor for the negotiation of identity and ideology. The 
ever present character of Daniel Bastida and his alter ego Ramon Balcells in TO10 and TO11, are 
depicted (with the exception only of L’ordenació dels maons)99 as significantly committed to the 
Catalan language and culture. The first references to Bastida’s militant use of the Catalan language 
correspond to his experiences in school, where he is often singled out due to the combination of 
having an openly Catalanist father – ‘a col·legi el Juanito Ferris diu que som separatistes’ (Pedrolo 
1974, 51) – and because he refused to speak Spanish to his teachers. One interesting reflection in 
Un camí amb l’Eva is the later encounter with one of these teachers by an older Daniel, who now 
liberated from the institutionalized atmosphere of the school, in which he wasn’t allowed to speak 
his own mother tongue, confronts him speaking in Catalan: 
 
96 According to Tomàs Roig i Llop, Franciscàlia ‘És com una mena de derivació de les activitats dels pares caputxins 
de Sarrià. Va néixer l’any 1948, amb el fervor i l’audàcia del pare Basili de Rubí i amb la presidència del meu 
estimat amic Josep Roch i Llorens, director de la Institució Escolar Sibiuda, d’indiscutible prestigi pedagògic. A 
Franciscàlia, primer en el seu estatge del carrer de Canvis Nous, núm. 1, i des de finals del 1962 a la riera de Sant 
Miquel, 3, annex al convent de caputxins de Pompeia, s'hi desplegaven, i segueixen desplegant-s’hi, actes culturals 
especialment dedicats a escriptors catalans i d’altres caires d’esperit catalanesc’ (Roig i Llop 2005, 67). 
97  See Andrew Dowling’s Catalonia Since the Spanish Civil War: Reconstructing the Nation (2015) for an account of 
the major role some sectors of the Catalan church had in the reconstruction of Catalan literature and culture in post-
war years. 
98  According to Història de la FNEC: la Federació Nacional d’Estudiants de Catalunya de 1932 a 1986 (2005), in 
June 1959 and as ‘El llavors director de La Vanguardia, Luis Galinsoga, va dir, a l’esglèsia de Sant Ildefons de 
Barcelona, que “todos los catalanes son una mierda” per haver oït sermó en català durant la missa. Aquest fet 
provocà una onada de protestes, baixes en massa de subscriptors i crema de diaris a les places fins a aconseguir la 
substitució del director’.  
99 In this novel, Daniel is raised in the rural town of Riudelles (Tàrrega) by a very conservative foster mother from 
whom he inherits an almost anti-Catalan and reactionary attitude. 
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La conversa, val a dir, va ésser molt divertida, perquè ell, naturalment, parlava el seu idioma 
i jo, ara que m’havia escapat de la seva fèrula, el meu. No es va atrevir a comentar-ho, 
potser perquè ara la seva experiència ja li havia demostrat que no és tan senzill desterrar 
costums i valors que no són una moda, ans un patrimoni vital al qual no podíem renunciar 
sense destruir-nos. (Pedrolo 1973, 27) 
 
Pedrolo’s own thoughts on linguistic activism run through Daniel’s reflection in this fragment. So 
does the idea that Catalan needs to be the language in which his career as a writer is forged. Daniel 
is often described in direct opposition to his older brother Francesc in terms of his linguistic choices, 
as ‘[e]n comparació, en Francesc era un sant; estudiava amb assiduïtat, no s’embrutava mai la roba, 
tractava les senyores amb cortesia i parlava en castellà amb els seus amics’ (Pedrolo 1973, 16). This 
distinction conferred by the Castilian language – instantly turning young boys like Francesc into 
polite and responsible gentleman – contribute to magnifying the sense of inferiority of Catalan 
speakers in this newly imposed linguistic regime.  
Interestingly, the same roles are replicated in the novel-within-a-novel case of ‘Conjectures’ de 
Daniel Bastida, where the respective alter egos of Daniel and his brother Francesc (Ramon and Joan) 
are described as brothers maintaining a quite tense relationship. In one of the rare encounters that is 
portrayed we observe how Joan heavily criticises Ramon for his decision to become a writer: 
‘Sempre has tingut la mania de distingir-te d’una manera o altra. Per això et devies posar a escriure, 
oh, i encara en català! Així se’t veuria més, oi? Per què ets tan difícil? Per què no pots ser com 
tothom?’ (Pedrolo 1980, 62). Linguistic difference remains a matter of conflict and a divisive factor 
between the brothers that aggravates Joan due to his brother’s choice of the ‘dishonorable’ 
profession of writing, an attitude can be related to the official anti-intellectualism professed by the 
Regime.  
One of the exceptions to this commitment to language can be observed in the novel L’ordenació 
dels maons, and can be traced back to the character of Assumpció, foster mother of Daniel and main 
provider of his early education and future ideology. Assumpció’s expression of her own attitude 
towards the socio-linguistic dichotomy – through her opinion of one particular neighbour – sheds 
some light on her own inability or passivity towards learning Catalan at a younger age: 
el seu marit, (Flora) un manobre mort de gana que, des de feia vuit o deu mesos, tenia un 
lloc a l’Ajuntament tot i que ben just sabia escriure, i menys en català, que era com pretenia 
que s’havia de fer tot. No era que ella hi tingués res a dir, en això, no tenia cap importància, 
però a l’escola l’havien avesada al castellà i ja no tenia edat per canviar de costums. 
(Pedrolo 1974, 25) 
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Later in the novel, Assumpció encourages young Daniel to act according to the norms imposed by 
the regime, arguing that it is an act of politeness to address others in the language in which they 
address you: 
—És de bona educació parlar-los la seva llengua. 
—Però jo no en sé gaire, de castellà —objecta el noi. 
—N’has d’aprendre, doncs. (Pedrolo 1974, 51) 
 
This indoctrination at domestic level by Assumpció responds to a more severe imposition by the 
regime at state level: the prioritisation of a single language, Spanish, which becomes a central trait 
of the unitarian project carried out by Franco’s regime. One of the slogans of his regime was the 
line ‘Si eres español, habla español’, a message that Pedrolo mentions in Temps obert on two 
occasions, first through Daniel Bastida in Situació analítica, and later in the cycle by Josep in 
L’ordenació dels maons. It is interesting to see the difference between the reactions to the Francoist 
slogan in the two cases, as the two men represent different generations and slightly different 
attitudes towards the conflict. The first involves a teenage memory from a chaise longue-seated 
Daniel, who recalls his feelings towards the message and the regime it represented. For him it 
comprises a sense of belonging to a community that stood firm against the regime:  
L’amor amb què, a l’institut, ens miràvem uns i altres, catalans i nois de terra endins que 
encara recordaven que totes les esglésies del país tenien a les parets unes lletres grosses de 
pam que deien que si eres espanyol havies de parlar l’espanyol. (Pedrolo 1989, 211) 
 
This memory contrasts with the second response we find to this message, in this case by Josep, 
Daniel’s foster father in this version of the story and a former Republican who deserted as the 
troops were arriving in Catalan territory. In spite of this, and the fact that his wife Assumpció is a 
profoundly religious woman with conservative and conformist attitudes towards the regime, we can 
still see that the language issue affects him quite deeply: 
A la paret de l’església parroquial, arran de la qual passen ara, encara es pot llegir, en lletres 
negres, l’eslògan que hi van pintar fa més de dos anys, en acabar-se la guerra, ‘Si eres 
español, habla español’ i pel restant recorda que sempre que li ha calgut acudir a alguna 
dependència oficial que no fos l’Ajuntament, on tothom és del poble, el primer que li han dit 
és: ‘En español, haga el favor!’, i aleshores ha sentit una petita humiliació, una mena de 
neguit, com si li prenguessin alguna cosa que al mateix temps no tenia dret de defensar, 
vagament vergonyosa, com una mena de vici secret que no podia amagar del tot i que el 
situava a part. (Pedrolo 74, 43) 
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Both fragments remind the reader of the prohibition of the use of the Catalan language in the public 
sphere, and it is significant that the message is written upon the walls of the church, an institution 
that was instrumental to the Spanish national-catholic ideology. The Catalan language is common to 
both Daniel – who shows a stronger commitment to the Catalanist cause – and Josep, a man from a 
previous generation who, despite giving up on his commitment to the Republican cause, perhaps in 
order to avoid exile, or to protect his family, still refuses to be denied the right to use his own 
language. 
Temps obert also looks at the linguistic struggles faced by Daniel as a writer in Catalan, for whom 
the obstacles to learning the language in school reflect a pattern observed in Pedrolo himself. The 
writer’s own reflections on his career often show him to be very self-conscious of the Catalan he 
used at the beginning of his career as a writer. Looking at Daniel’s own reflections in Un camí amb 
l’Eva, when he claims that ‘l’idioma, per meu que fos, em venia estret, tenia un vocabulari pobre, 
defecte segurament de la meva formació, i els dubtes em rosegaven per tots costats’ (Pedrolo 1973 
81-82), we see the parallelism with Pedrolo’s own doubts about his writing, also outlined in chapter 
one. 
It is in fact Daniel’s cousin, Gabriela, who seems to act as an improvised literary critic to Daniel as 
she confronts him with ‘però tu què ets? m’havia preguntat en veure una elegia que podia haver 
estat escrita a l’altra banda de l’Ebre’ (Pedrolo 1973, 81). The use of this geographic reference may 
on the one hand be addressing the use of ‘castellanismes’ – considering that ‘l’altra banda de l’Ebre’ 
refers to territories beyond the borders of Catalonia, excluding Valencia – common in Catalan 
writers who received their primary education in Spanish and have interferences in their use of 
Catalan, or, on the other hand, connect with the issues between the Catalan spoken in Barcelona 
(central) and that used anywhere else within the Països Catalans (peripheral). 
 
Outer spaces: Immigration, Invasion and Exile in Temps obert 
Another of the interesting applications of text mining and geolocating techniques in Manuel de 
Pedrolo’s corpus is mapping the spaces outside of Catalonia that are featured in the cycle. This can 
be observed in the Kepler visualisation of Figure 22, which has in this case been produced by 
mapping Spanish toponyms and demonyms, to include the many references to Spanish immigrants 
in the novels. The result is a map that fits the description of migrants coming from mostly rural 
areas of Spain present in Salvador Giner’s work mentioned in previous chapters. The high 
frequency of the word castellà generally corresponds to reference to the language itself rather than 
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the masculine singular demonym from Castilla, but gives us a clear indication of Pedrolo’s focus on 
linguistic issues in post-war Catalonia. 
 
Figure 22. Kepler visualisation of the Iberian Peninsula in Temps obert.  
 
References in the cycle to migrants normally relate to individuals from other parts of Spain; there 
are rarely other European nationalities, with the exception of those encountered by the exiled 
members of the Bastida family. An example of the ideological clash between Daniel and his brother 
Francesc is described as the older brother comes back from his honeymoon in Andalusia and 
Daniel’s judges his choice: 
Tenia mitges intencions d’assistir a les festes de Setmana Santa, perquè el matrimoni va 
celebrar-se set dies abans, festes que ell qualificava de tresor folklòric del nostre país. Com 
que era inútil, no li vaig fer observar que l’anava a cercar una mica lluny, aquest folklore. 
(Pedrolo 1973, 102) 
 
The space close to west Catalan borders acquires a particular importance in this cycle, as the space 
they circumscribe is perceived by Pedrolo’s characters – mostly at the beginning of every novel in 
the cycle – as a contended space that is about to be lost. After a period of consolidation of Catalan 
aspirations towards its own political and cultural autonomy, including the creation of the 
Mancomunitat, the establishment of the Republican Generalitat in 1932, and two unsuccessful 
attempts at creating a Catalan state – those of Francesc Macià in April 1931 and Lluís Companys in 
October 1934 – the outbreak of the Spanish Civil War threw all of these gains into crisis. Indeed, it 
must be remembered that Franco’s coup was in part fuelled by the rejection by the Spanish right of 
the signs of a move towards separatism in regions like Catalonia; 1939 saw the dismantling of all of 
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these achievements with the occupation of Barcelona by Francoist forces and the installation of the 
dictatorship. 
Pedrolo chooses to begin the novels in his cycle at a key turning point of this long process, early 
1938, when an intensification of aerial bombings targeting Catalan territories occurs. The violence 
and destructive power of these bombings – most clearly represented by those of March 1938, which, 
as we have seen in previous chapters, had a particularly devastating effect in the city of Barcelona – 
dramatically transform the once safe and private space of the home, brutally inscribing the idea that 
‘una llar no era una protecció, la gent morien a casa; les parets familiars no els estalviaven pas, quan 
queien’ (Pedrolo 1974, 13) in the Catalan popular imaginary.  
The mention of aerial attacks is a constant in all the novels in the cycle but curiously enough direct 
reference to the names of the planes – Savoia and Messerschmitt – is only made in L’ordenació dels 
maons (5, 38). They signal the upcoming invasion and the constant fear of advances by the Frente 
Nacional, who ‘ja ataquen pels sectors de Balaguer i del baix Segre, van endinsant-se per la terra 
catalana, qualsevol dia els tindran a les portes de Barcelona…’ (Pedrolo 1974, 6-7). Constant 
references are made to the incursion of the national army into Catalonia, ‘es lluitava ja a Artesa de 
Segre i a les Borges Blanques segons confessaven els mateixos comunicats de guerra que 
començaven a parlar de victòries a la banda d’Extremadura’ (Pedrolo 1974, 24) or ‘la pèrdua de 
Montblanc, on pel restant diu que han caigut vuit-cents homes de la Divisió Littorio’ (Pedrolo 1974, 
33) and including the actual arrival of the forces in the city of Barcelona, where ‘els soldats 
entraven per Pedralbes, per Sants, per la Gran Via, per tot d’indrets desconeguts, allunyats del barri 
on vivia’ (Pedrolo 1976, 6).100 As the Catalan landscape is transformed by falling into enemy hands, 
each advance represents a loss of Catalan space and identity. While the actual night of the bombings 
– a key moment in the developments of the cycle – is referred to in all novels in the cycle, the 
following fragment in Un camí amb l’Eva is perhaps one of the most representative of Daniel 
Bastida’s reactions and first impressions in the immediate aftermath of the attack: 
Recordava d’allò més bé la nit aquella, quan l’obús espetegà contra la paret mestra que ens 
separava de la casa del costat i de sobte tots plegats vam descobrir que la nit tenia una altra 
dimensió, que l’inesperat irrompia en la nostra vida en forma de cataclisme. Les sirenes que 
donaven l’alerta udolaven, però l’obús havia explotat una mica abans, sense que ningú no 
tingués temps de precipitar-se cap als refugis i els pisos baixos. Unes estrelles rabioses 
lluïen allí on moments enrera, vetllant el nostre son, hi havia un sostre i uns murs sòlids. 
Però ningú no devia tenir lleure de contemplar l’espectacle del cel, on seguidament 
 
100  It is interesting to note that in these instances, Pedrolo decides to intervene as omniscient narrator, and provides 
privileged information that would not have been available at the time to the Catalan population, as Republican 
propaganda would promote a resistant message until the fall of Barcelona. 
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s’encengueren els projectors que ara i adés brillaven contra un cos argentat. Als nostres peus 
s’obria un abisme, la cambra havia estat tallada en dues, d’esbiaixada, i al dormitori dels 
pares, on la corba de la destrucció s’endinsava fins a tocar el llit, hi havia una tauleta de nit 
mig penjada en un equilibri inestable que de cop es trencà; el moble relliscà cap a les runes, 
d’on s’enlairaven crits i un núvol de pols que ho embolcallava tot. (Pedrolo 1973, 17-18) 
 
The destruction of Bastida’s family home is full of symbolism as it represents a loss of home not 
only in the individual case of the family, but through the deeper meaning of what these bombings 
mean, the approaching loss of the collective home embodied by Catalonia in a war that seems to be 
lost. For Daniel, the fact of having survived the attack is marked by fear of what could follow; in his 
own reflection ‘[e]ns havíem salvat, però no del tot. I el segon naufragi, el de la derrota, ens perdria 
definitivament’ (Pedrolo 1973, 18). Trauma permeates the two interlinked metaphorical naufragis: 
both events – the bombings and the fall of Barcelona – become closely related, almost as if the 
former was a tragic announcement of the latter. 
The realities of exile are also explored in the cycle, beginning with the first novel Un camí amb 
l’Eva, which features a reference to Carles Riba when Catí, one of Daniel’s female companions in 
the cycle, gives the latter a copy of the writer and poet’s emblematic poetic cycle of exile Elegies de 
Bierville. Furthermore, we encounter several characters throughout Temps obert who resort to 
leaving Catalonia during or after the war – Eva Roland’s father, Daniel’s own father in some of the 
novels in the cycle, Daniel’s foster father in L’ordenació dels maons – and in a greater extent, the 
Bastida’s family experiences of exile in France in Pols nova de runes velles, where we see the 
distressing description of their journey to France and the perception of exiles by the French 
population: 
Havíem travessat pobles, grups de cases d’on la gent també fugia, i avui en travessàrem 
d’altres amb les portes tancades contra la plaga dels escàpols que no respectaven res, que 
s’escampaven cap a les masies i cap a les torres a veure què podien comprar, què podien 
prendre… […] tothom semblava ensumar uns temps durs que exigien previsió ja des d’ara, 
tothom semblava esparverat per aquella invasió de vells, de dones, de criatures que precedia 
l’ocupació alemanya. (Pedrolo 1977, 26-27) 
 
Furthermore, the geographical spaces depicted once the main character Daniel becomes Danny – as 
he reaches the US – are indicative of the particular attention Pedrolo paid to the geographic 
locations used in his novels. Even if in Figure 23 the most mentioned places are Los Angeles and 
Chicago, where Danny lives and works during the time-frame of the novel, there are multiple 
references to various areas of North America, which indicate Pedrolo’s interest in mapping a 
country through literature. 
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Figure 23. Kepler visualisation of the US in Temps obert.  
 
Ideologically speaking, the role of the exile shifts over the course of the post-war years, from being 
key to political resistance during the 1940s, to being less significant politically in later decades. The 
Daniel Bastida we know in Pols nova de runes velles is confronted with the ambivalent role of the 
Catalan exile in the US during the 1960s; through a conversation with another Catalan exile in 
Chicago, who calls the role of politicians and intellectuals on exile, Daniel Bastida is forced to think 
about the implications of his own situation away from his country: 
A la península, i sobretot a Catalunya, les coses es movien, però era per obra de la gent que 
vivien al país, no dels exiliats que, segons ell, havien perdut el temps en baralles i 
declaracions que no menaven enlloc. (Pedrolo 1977, 83) 
 
Daniel himself describes the particular type of exile he experiences in the 1960s as the exile of ‘els 
despreocupats’, different perhaps from the one experienced by previous generations in the 1940s, 
where Catalan exile had a key role in keeping Catalan literature alive and creating a sense of 
community and resistance: 
D’exilis n’hi havia molts i jo havia viscut el dels despreocupats, era una mena de llop 
solitari que anava a la seva, no formava part de grups o confraries i, potser perquè havia 
abandonat Catalunya tan jove, encara sense formar, vaig estalviar-me el problema de la 
integració que amargava la vida de les generacions més velles. (Pedrolo 1977, 84) 
 
Daniel’s reference to the traumatic experience of the older generations of Catalans in exile brings us 
back to the phenomenon of intergenerational transmission. Despite his claim, Daniel has not been 
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able to integrate in the host culture, as his violent behaviour – which will be explored in the next 
section – and his obvious frustration when learning of other exiles going back to Catalonia show. 
 
Gender Violence in Temps obert as Symptom of Cultural Trauma 
As I have argued in previous chapters, Manuel de Pedrolo’s representations of female characters 
and the particularly problematic treatment of gender violence in his corpus goes against the pro-
feminist stand often highlighted by critics, mostly when referring to his work Mecanoscrit del segon 
origen. In the case of Sci-Fi and fantasy genres an allegorical reading could help see this violence 
done against women – always to a certain limited extent – as mirroring the violence suffered by a 
feminised Catalan nation; in the case of crime fiction, the demands of the genre and the popularised 
motif of femme fatale could – again, to a certain extent – justify part of these violent representations. 
However, in a realist cycle that sets up to represent the first two and a half decades of post-war 
Catalonia, the excesses incurred by Pedrolo when depicting gender violence throughout this cycle 
must be read not merely as a reaction to the traumatic experience of the civil war, but to the 
consequent condition of subalternity to which the Catalan nation and its culture at large were 
condemned to from the end of the war. The spaces I have described in this chapter have one very 
obvious aspect in common: they are male-gendered spaces. The literary circles inhabited by Bastida 
and Planells are uniquely composed by male intellectuals; contrary to Pedrolo’s own experience – 
known was his correspondence with Maria Aurèlia Capmany, for instance – there is a blatant lack 
of female participation in the literary Barcelona depicted in Temps obert. 
From the very beginning of Un camí amb l’Eva, not even three hundred words into the novel, we 
already have young Daniel narrating his interest for one of his female neighbours, ‘la Conxa del 
segon pis, potser perquè era més gran que jo i tenia unes cames molt ben fetes’ (Un camí 5) giving 
us an idea of how the main character of the cycle is going to be referring to the female characters in 
it. Taking into account that the female characters in the cycle play secondary roles in all the novels 
except for the fifth, D’es d’uns ulls de dona, narrated by a female character, it is interesting to 
highlight a number of details when it comes to word frequency in the cycle. The pronoun ella, to 
begin with, outnumbers its masculine counterpart by 150 occurrences in the cycle (ella: 4878, ell: 
4728) whereas the next most frequent word referring to a person is obviously Daniel (1814 
occurrences), we also note that noia (1681) dona (1485) and mare (1314) come next. The masculine 
counterpart of these last three feminine terms are far back in the list – noi (921) home + l’home 
(747 + 458= 1205) and pare (1066) – making female characters the ones who are described or 
 
 
 
 168 
mentioned the most. When it comes to other characters in the cycle, Daniel’s brother and father who 
share the name Francesc come next (556) and Gabriela (548) follows very closely. 
Besides identifying Gabriela as the most important female character in the cycle, these data alone 
only provides approximate quantitative details of female representation in Temps obert, and overall 
add very little insight into the specific treatment of gender in the cycle. Analysing the role of both 
sexes in the eleven novels, the reader clearly sees that they all pivot around either the character of 
Daniel Bastida or his alter-ego Ramon Planells, even when the narrator is a female voice, as is the 
case of Des d’uns ulls de dona and sections of L’ordenació dels maons, where the focus is still 
clearly directed towards the same two male characters. There is a tendency by the writer – and this 
is probably the most plausible explanation for the higher number of feminine terms found in the text 
– to dedicate quite a lot of his narrations to the description of interactions between Daniel, Ramon,  
and other male characters and their female companions. 
What is more, male characters such as Daniel Bastida, and to a greater extent his alterego Ramon 
Planells, are depicted as womanisers who are unable to develop a normal lasting relationship with 
the other sex. Though being representatives of the relatively progressive sectors of society, or at 
least, those against the ideology of the regime, their position towards the female other is, I argue, 
indicative of the actual inability of twentieth-century Catalan resistance movements to include 
women’s rights in their agenda. It must also be acknowledged that the context in which the cycle 
was written is the 1960s, a time in which, after almost three decades of repression, the dictatorship 
and consequently its censorship seems to give way timidly to the changes happening in the rest of 
Europe after the end of World War II. If we consider that Pedrolo was firmly committed to the 
introduction of international models into the Catalan scene, we can identify part of these sexual 
excesses as preceding what would – ten years later, with the end of dictatorship – become the 
phenomenon of destape.101  
Female roles in the cycle become anecdotic and women are constantly objectified, over-sexualised 
and exposed to a violence with such recurrence that the acts become normalised. As attempted in 
previous chapters – and despite gender not being a central focus of my research questions – I want 
to make sure that these representations of gendered violence are considered and read from a 
feminist perspective in order to ensure that my research output avoids the risk of being reduced to a 
means of perpetuating this violence.  
 
101  See R. Collado Alonso (2011). El destape del cartel de cine español. La nueva libertad sexual en la transición 
española. Revista ICONO14 Revista Científica De Comunicación Y Tecnologías Emergentes, 9(3), 194-220. 
https://doi.org/10.7195/ri14.v9i3.103. 
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I argue then that these representations of women are symptomatic of the inability of post-war 
Catalan intelligentsia to deal with the frustration and sense of loss brought by the Civil War. With 
the exception of characters such as Daniel Bastida’s father who, as we have seen earlier in the 
chapter, responding to Daniel’s older brother’s disdain towards Catalan language ‘es passava els 
dits pels ulls, com de costum, i després d’un silenci assentia: sí, és diferent, i ho serà encara més si 
vosaltres voleu’ (Un camí 17) and allow a faint representation of male sensibility, the rest of male 
characters fail to cope with such trauma and respond through a total repression of their feelings, 
thus projecting instead an image of hyper-masculinity fuelled by aggression towards the female 
other. 
It is also very indicative that the most extreme representations of this violence are found in the last 
novels of the cycle, Cartes a Jones Street (1968) and ‘Conjectures’ de Daniel Bastida (1969). 
Precisely because of the diary structure of the former, and the novel-within-a-novel of the latter, an 
argument can be made for this narrative choice to be both a way for Pedrolo to distant himself from 
authorship and to reinforce the figure of the writer, whose projection of violence through writing is 
symptomatic of the three decades of symbolic violence exerted towards his culture, represented by 
censorship and the prohibition of Catalan language, but ultimately encapsulated in the identification 
with the bàndol dels vençuts in the Civil War. From Pedrolo’s point of view, Catalonia becomes a 
colonised nation as he transmits in numerous occasions through his texts: ‘Jo sostinc que vivim 
colonitzats. No sols hi ha una colonització econòmica, sinó cultural’ (1969 87). According to Frantz 
Fanon in Black Skin, White Masks (1952), and referring to the context of the black man and his 
postcolonial relationship with the white coloniser, the former experiences an inferiority complex 
that is the outcome of a double process: economic and ‘subsequently, the internalization—or, better, 
the epidermalization—of this inferiority’ (Fanon 4), which eventually and through the means of 
racism, makes the colonised people emulate their oppressors (ibid). I argue that representations of 
gender violence in Temps obert can, to a certain extent, be seen as the product of a similar process 
of internalisation in the Catalan context; such projection of violence through writing being a way of 
channelling the symbolic violence carried by subalternity.  
Back in 1990, in the work Rellegir Pedrolo (1990), in which Maria Aurèlia Capmany reads 
Pedrolo’s representation of sex as his own interpretation of Freudian ideas, Capmany refers to 
Pedrolo’s image of the sexual experience as pleasureless, intrinsically reduced to a violent and 
transgressive confrontation:   
En un moment o altre Pedrolo s’encara amb Freud, no pas per endinsar-se en l’especulació 
del subconscient, tot i que sovint es fa evident en la factura dels personatges novel·lescos, de 
Freud en treu una convicció que li resulta utilíssima per la seva visió de l’univers humà: tot 
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és sexe. El sexe en la novel·lística de Pedrolo no és ni una aventura, ni un atzar, és el pes de 
l’home sobre la terra, és la dimensió de l’home. Es parla poc de plaer en l’aventura sexual, 
es parla de desig, del combat, de la transgressió. E1 sexe hi és també com a amenaça, com 
l'instant àlgid de la violència. La libido apareix com a contrapartida i equació de la mort. 
(84) 
 
As it is a complex task to exemplify these representations of violence with instances of Pedrolo’s 
text without actually turning this section into a perpetuation of such violence, I will instead give a 
brief outline of some of them in the lines that follow. Beginning with Un camí amb l’Eva, where the 
actress confesses to Daniel how her former boss used his position in power to sexually abuse her 
during months right after she had lost her mother, the story of a pornography business consisting of 
taking non-consensual pictures of topless women on Barcelona’s beach, and Daniel’s casual 
groping of women in the bus. In Situació analítica (1964) Daniel narrates a recurrent dream to his 
psychiatrist in which he chases a beautiful young girl who he ends up beating after she transforms 
into her stepmother. In the rural environment of L’ordenació dels maons (1966), we see how Rosa 
de Cal Nano refuses to go to church and is rapidly reprimanded by his father through a brutal 
beating, while we also hear a story from the 1940s in which a neighbour, Quirze, physically attacks 
his wife Facunda while drunk, immediately interrupting her pregnancy. Exile Danny in Pols nova 
de runes velles (1967) compulsively and physically abuses every single one of the women he is in 
relationships with in Chicago. In Cartes a Jones Street, the character of Montserrat is seduced by 
Daniel through the coercive technique of accusing her of being a lesbian. Daniel’s later discovery is 
that she is missing one leg because of an accident she had as a child. After making love and arguing, 
he departs with an objectifying ‘últim gest [que] fou de tendresa i, en lloc de besar-la, vaig tocar-li 
els pits. No sé si ella ho va comprendre’ (Cartes 207). In ‘Conjectures’ de Daniel Bastida female 
virginity is portrayed literally as an illness that makes character Gràcia feel sick for years and can 
only be ‘cured’ by hero Ramon Planells who had previously advised her of the ‘dangers’ of 
virginity ‘No és natural que visquis com vius, ho he pensat moltes vegades. Potser és per això que 
estàs malalta’ (Conjectures 41).  
Thus, the kaleidoscopic vision through which Pedrolo contemplates Catalan society in Temps obert, 
has unfortunately one single lens reserved for women. These violent representations render women 
surrogates of wounded spaces – be this violence symbolic, physical or psychological – we perceive 
the spaces created by Pedrolo as male hegemonic spaces in which women tend to have heavily 
objectified roles that often consist of pleasuring male desires. Thus, any attempt by women to 
appropriate spaces traditionally occupied by men is absent from Pedrolo’s representations of 
Catalonia; even though this female absence from power could easily be mirroring the actual 1960s’ 
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Francoist National-Catholicism control over women, they still say very little to defend the pro-
feminist views some critics attribute to Pedrolo. Narratives are led by male characters who, from 
their position of privilege, are not even conscious of their agency in the violence analysed 
throughout the previous lines. 
If the chapters dedicated to Sci-Fi and fantasy and crime respectively offered snippets of the 
evolution of the representations of space in these genres throughout time, the crucial way in which 
Temps obert helps map the Catalan landscapes is the multiplicity of angles from which these spaces 
are depicted in this work. Catalan life from 1938 to the late 1960s is narrated by the different 
personas embodied by the character of Daniel Bastida, each of their experiences offering a different 
point of view, representing a social stratum and giving voice to a wide range of political and 
personal narratives. This chapter has deconstructed the different layers of the urban palimpsest 
overwritten by Pedrolo through each volume of the cycle by means of an exercise of painstaking 
mapping, visualising and contextualisation of the spaces described in Temps obert. The result is a 
panoramic view of how this attempt at novel·la total encompasses the Catalonia experienced by 
Pedrolo, with all the socio-political weight, the negotiation of traumatic past, and the resistant 
stance permeating the author’s career. 
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Conclusion 
 
This thesis has mapped a selection of Manuel de Pedrolo’s oeuvre in terms of its representation of 
the twentieth-century Catalan landscape – in which the writer very firmly inscribed himself as an 
intellectual engagé – by pinpointing, analysing and interpreting the shifting significance of 
geographical locations found in his Sci-Fi and Fantasy writings, Crime Fiction, and his realist 
novelistic cycle Temps obert. This painstaking mapping exercise has allowed this study to explore 
and visualise the ways in which the changes in the Catalan landscape over a crucial period – from 
the Second Republic, Civil War and revolution of the 1930s to the pre-Transition period of the 
1970s are plotted in Pedrolo’s fictional output over the same period, and to contextualise these 
spaces within the twentieth-century socio-political, historical and cultural landscape. Through 
revisiting these works, this thesis has also attempted to provide an overarching map of the 
significance of Pedrolo’s contribution to the literary field that complements parallel ventures 
undertaken during the celebration of the centenary of his birth. In order to situate this contribution, 
the literature review undertaken in chapter 1 established the need for a project like my own, capable 
of mapping and visualising the extent of his cultural contribution, and although in the end my own 
study was only able to focus on his production in three different genres, it has nevertheless 
established the potential offered by a spatial reading of his works, combining close and distant 
reading with spatial theory and literary geography. 
In chapter 2, I began by scrutinising a representative selection of Pedrolo’s writings in the Sci-Fi 
and fantasy genre, situating them in relation to extant approaches to this highly popular and 
influential twentieth-century form. Even though there is scant direct representation of the Catalan 
landscape in these works, which are generally characterised by the evocation of more abstract, 
fantastical, absurd or anachronic spaces, attention to the geographical referents found therein and to 
the particular focus on depicting spaces of containment, violence or repression, alongside individual 
and collective struggles to escape or transcend these, led me to explore a range of theories capable 
of uncovering and mapping the underlying significance of these spaces within Pedrolo’s wider 
project. Recognising the potential of allegorical approaches to the genre as a critical commentary on 
socio-political context and geopolitics more generally, I undertook an allegorical reading of his 
earlier Sci-Fi and fantasy short stories, identifying them as potent self-reflection exercises on the 
role of writing as a form of cultural activism – particularly within what Casanova (2011) calls a 
‘combative literature’ – as in the case of ‘Procés interior’ (1955), ‘Orientacions’ and ‘Dèdal’ (1953-
54). Pedrolo’s constant battle against any type of limit, both in the political and the literary realms, 
wasn read in connection to existentialism in the short novel Introducció a l’ombra, alongside 
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theshort stories ‘L’escala’ (1953-54), ‘Orientacions’ (1953-54), ‘Paperam’ (1955), ‘El camí’ (1955), 
and ‘El limit’ (1955). Drawing on Foucault’s views of urban architecture as an instrument of social 
control and his concept of heterotopia, my reading of ‘Transformació de la ciutat’  identified how 
top-down notions of urbanization as social control are subverted by Pedrolo, however ephemerally, 
and can be usefully read alongside ‘El principi de tot’ (1957), in which the tactics of everyday 
‘walking as enunciation’, as theorised later by social anthropologist, Michel de Certeau, emerge as a 
mode of resistance to hegemonic knowledge/power. The transgressive and subversive potential of 
this story, in its performative re-presentation of urban geography, underpins its recent reedition as a 
graphic novel by Comanegra, allowing it, and arguably Pedrolo’s politically resistant vision of the 
Catalan landscape as a whole, to be read in connection with the social appropriation of the streets in 
Barcelona by the millions of peaceful demonstrators in the recent ‘Diades’ of 2012-2017. Whilst the 
more dystopian landscapes portrayed in ‘Diners’ and ‘La mina’ were interpreted in terms of 
Pedrolo’s Marxist structuralist reading of capitalist hegemony, and are no doubt indicative of the 
influence of Sartrean existentialism on his early production, the better-known dystopian 
representation of Catalonia by the author, in his post-apocalyptic best seller Mecanoscrit del segon 
origen, was read allegorically, its destroyed landscape standing as a reminder of the effects of the 
Franco dictatorship but also as ‘tabula rasa’ on which to write the future of the nation. Along 
similar lines, the last Sci-Fi novel analysed, Aquesta matinada i potser per sempre, was examined 
through Bakhtin’s notion of the chronotope, its time-travelling motif enabling the author, readers 
and critics, to map the Catalan landscape across time comparing – and uncovering the similarities 
between – different socio-politcal structures and chronotopes. As well as providing an important, 
hidden, memory map of key moments in the troubled history of twentieth-century Catalonia, that 
might provide a key to reading the present (as would be seen later in contrastive readings of the 
crime novels and of the multiple perspectives and versions of the same history that are embedded in 
Temps obert mention of ‘altres mons possibles’ are ultimately read as Pedrolo’s projections of the 
advent – and multiple potentiality – of post-dictatorial times.  
In the chapter dedicated to crime fiction, this thesis analysed the rendering of Catalan geographical 
spaces in Pedrolo’s noir output from 1952 to 1974, contextualising them in relation to the changes 
in the Catalan socio-political landscape in the post-war period. From the analysis of his early short 
story ‘Impunitat’, used by the author to delineate the genre and insist on his aim to replicate foreign 
models into Catalan literature, this thesis has acknowledged the contribution of Manuel de Pedrolo 
to Catalan crime fiction whilst also qualifying and demystifying his figure as ‘detective writer’ or 
‘crime fiction pioneer’. By reading in parallel Pedrolo’s first crime novel Es vessa una sang fàcil 
and his last crime fiction work Algú que no hi havia de ser, identified as a retelling of the first, this 
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thesis was able to plot, examine and interpret changing notions of periphery and centrality in the 
two-decade period between them, as well as the effects of poverty and crime on the different social 
strata featured in the corpus. In this, both novels interact as palimpsests, bringing into play the 
importance of the writing process in constructing and re-constructing places of memory. Whereas 
the places of memory uncovered in these two novels relate to the kind of social critique we might 
expect of international crime fiction, in other novels there is more attention to places of memory of 
relevance to a particular national or community identity, that of the socio-cultural history of the 
Catalan countries. These histories were uncovered through careful attention to spatial references in 
L’inspector arriba tard (1953), Joc brut (1965), and Mossegar-se la cua (1967), with a particular 
focus in the case of the latter on the moral universe constructed within these novels, and how these 
are reflected in the depiction of the relationship between urban and rural space, and in the places of 
repression and violence uncovered as consequences of the Franco regime.  Special attention is paid 
both to the role of gender in these portrayals and to the significance of poverty-induced crime, in 
contrast with the real perpetrator, as embodied by the dictatorial regime, responsible for the 
economic inequalities in the Barcelona of the time. 
In my final chapter, focusing on Temps obert, I read Pedrolo’s kaleidoscopic novelistic cycle as an 
urban palimpsest, contextualising the multiple experiences of trauma evoked by the different 
characters’ narratives. Through the visualisation of the geographical references contained in this 
cycle – both in Catalonia, the Iberian Peninsula and beyond, I was able to plot the systematic nature 
of Pedrolo’s project to map the changing Catalan landscape over the years following the Spanish 
Civil War, and the ways in which attitudes and perspectives on that landscape were affected by 
social, linguistic, cultural, political and gender affiliation, among other subject positionings. The 
novels have been carefully contextualised within the realities of the Catalan post-war period: from 
the descriptions of poverty, barraquisme and estraperlo in Se’n va un estrany (TO2) to the excesses 
of porciolisme in Des d’uns ulls de dona (TO5); from the political literary resistance of Daniel 
Bastida as writer in Un camí amb l’Eva (TO1), to his depiction as a conservative rural worker who 
supports the regime in L’ordenació dels maons (TO7); from the rural life depictions found in Unes 
mans plenes de sol (TO6), to Daniel Bastida’s experience in the diaspora in Pols nova de runes 
velles (TO9). Overall I have been able to offer a wide panoramic picture of the Catalan landscape as 
experienced and represented by Pedrolo: its social transformations, its physical and geographical re-
mapping and reconstruction, its mobility and mutability, and above all the role of the political and 
literary spheres in the clandestine Catalanist circles of the time, offering a window onto the different 
ways in which traumatic memory permeates Pedrolo’s narratives.  
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In addition, the problematic depiction of violence in the gendered spaces of this corpus, read in 
relation to the portrayal of gender difference in Pedrolo’s other works, has allowed me to question 
the pro-feminist reading that has characterised most extant approaches to his bestseller Mecanoscrit 
del segon origen to date (Martín, Moreno-Bedmar and Santaularia 2017) and that has 
problematically been extended to Manuel de Pedrolo’s general treatment of gender and sexuality. 
As has been made clear in my analysis, the spaces in this corpus are spaces built of male 
experiences, where objectification of women’s bodies are always excessive and from which female 
agency is generally removed. Female characters in the deviant spaces of Pedrolo’s Sci-Fi corpus are 
intimately related to processes of reproduction in connection to the reaffirmation and survival of the 
nation, but lack real agency. In Pedrolo’s noir, women are either encapsulated in femme fatale roles 
– as is the case in Es vessa una sang fàcil, Joc brut, and to a certain extent, Algú que no hi havia de 
ser – or become the reason for both the crimes committed by the male characters and their 
frustration with their existence. A similar case occurs in the cycle Temps obert, where female 
characters are constantly objectified, their characters usually relegated accessories to either Daniel 
Bastida’s sexual satisfaction and, in one case, success as a writer – in the isolated case of Gabriela – 
or subject to his violence. It is through the combination of the Marxist, allegorical and postcolonial 
reading performed in these works that we are pushed to see these representations as containing an 
excessive remainder of violence; one that indicates that women’s bodies are represented as 
surrogates of the wounded spaces of the Catalan landscape. Through this interpretation, I hope that 
my findings in this thesis when it comes to the treatment of gender violence are considered by 
scholars and teachers who defend the inclusion of works such as Mecanoscrit del segon origen and 
Joc brut in the Catalan secondary education corpus; it is my belief that inclusion of these works in 
the canon needs to be revisited with a focus on contextualising – rather than perpetuating – the 
gendered violence present in these texts. 
In general terms, my overarching contribution to the study of Pedrolo’s work begins with having 
highlighted the importance of looking at space in his corpus, and the need to continue looking at the 
breadth of his work with a clear focus on spatial relationships. My approach and methodology have 
proven to be effective in the process of mapping, analysing and bringing light to connections 
between Pedrolo’s selected oeuvre and its contemporary Catalan socio-political context. One of the 
critical ways in which my approach differs from extant research on the author is that – unlike 
previous methods focusing on very specific aspects of the works of the author – it can be applied to 
the corpus as a whole (see Figure 24), allowing in all cases some degree of critical analysis; as both 
the presence and absence of reference to actual geographical spaces in a particular work creates the 
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grounds for further research and contextualisation.102 
 
Figure 24. Kepler visualisation of the entire novelistic production of Manuel de Pedrolo. 
 
Furthermore, I anticipate that these methods will not only be applicable to the rest of Pedrolo’s vast 
corpus, but also to any corpus produced in Catalan within a two-century window.103 Thanks to the 
open-source nature of the digital apparatus created for this project, Benaura.py, researchers will be 
able not only to continue work on Manuel de Pedrolo’s corpus, but to test other writers’ corpora 
provided adjustments are made to the existing databases. As explained in chapter 1, further 
improvements to the script are planned to enhance the researcher/user experience and help 
contribute to further inclusion and development of Catalan literary studies within the field of Digital 
Humanities.   
 
 
 
 
 
 
 
 
102 Here I refer specifically to the cases of drama and poetry genres in Pedrolo’s oeuvre, which I chose to exclude from 
my analysis. Though outside of the scope of my thesis, I believe significant results could be achieved with a more 
nuanced text mining exercise and different research outputs in mind. 
103 The two-century window takes into account the transformations of both Catalan language and geographic reference 
denominations.   
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